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A B S T R A C T 
The f i r s t part contains a study of the methodological approaches 
used i n the analysis of the Urnes s t y l e , and they are subsequen-
t l y applied to the Urnes material i n Scandinavia. The Scandinavian 
style i s discussed i n r e l a t i o n to the d i f f e r e n t objects and monu-
ments on which i t - appears, and a dating i s attempted. Against t h i s 
background, i n part two the English material i s discussed, accord-
ing to the medium i n which i t i s executed, and an English version 
of the styl e i s defined. The dating evidence f o r the style i n Eng-
land i s presented, and the Urnes material i n Ireland i s compared 
with i t . Fart three containes a catalogue of a l l the Urnes material 
i n England known at the present time. 
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THE HISTORY OF THE STUDY OF THE URNES STYLE 
The concept of "Urnes s t y l e " as a separate s t y l i s t i c phenomenon was 
o r i g i n a l l y introduced i n 1909, i n an a r t i c l e by Haakon Shetelig. 1 His 
example i s followed i n t h i s thesis, i n that the Urnes style i s treated as 
a d i s t i n c t s t y l i s t i c category, and i s thus separated from the e a r l i e r 
J e l l i n g e , Mammen and Ringerike styles. 
The e a r l i e s t s c i e n t i f i c approach to animal-ornamentation i n Scandi-
2 
navia was published by Sophus Miiller i n 1880 . Since that time, the sub-
j e c t has been extensively treated by many w r i t e r s , whose opinions have 
dif f e r e d on major points. Over the years, a concept of d i f f e r e n t s t y l i -
s t i c groups has emerged i n late Viking a r t , which has been based on an 
examination of a l l aspects of the ornamentation, such as the motifs, forms 
3 
and compositions, on certain monuments and artefacts . These.different 
s t y l i s t i c groups have either been named af t e r certain geographical areas 
i. e . Ringerike i n Norway , or a f t e r p a r t i c u l a r Scandinavian locations, i . e . 
5 
J e l l i n g , i n Denmark , where objects displaying similar s t y l i s t i c features 
occur, or where a single, outstanding work was discovered. The names of 
the s t y l i s t i c groups have then been assembled i n t o a roughly chronological 
sequence, almost exclusively on the grounds of a typological, s t y l i s t i c 
analysis. The r e s u l t has been the attempt to categorise every decorated, 
late Viking object i n t o one or other of the J e l l i n g e , Mammen, Ringerike or 
Urnes s t y l i s t i c groups. 
However, the use of the above-mentioned terminology has certain d i s -
6 
advantages, and has consequently been frequently questioned by writers . 
There has been a tendency i n the past, f o r example, to impose too f i r m 
divisions between each group, and also, to view each separate group i n 
terms of an early, classic and degenerate phase. When t h i s i s the case, 
the inherent implications f o r dating i n d i v i d u a l pieces are unacceptable, 
especially, when no other supporting dating evidence i s available. Opinions 
have not only d i f f e r e d on the problems of dating, but also on the problems 1 
of style c r i t e r i a , when individual pieces do not bear a close s t y l i s t i c 
correspondence to any of the outstanding exponents of a p a r t i c u l a r style 
group; or when they display s t y l i s t i c characteristics a t t r i b u t a b l e to more 
than one style group. The questions of geographical d i s t r i b u t i o n , and of 
outside influences, have also given r i s e to d i f f e r i n g opinions and theories. 
Recent archaeological discoveries and research have revealed some of 
the l i m i t a t i o n s of the use of four major s t y l i s t i c groups to cover the 
entire scope of l a t e Viking a r t . For example, a recently found t r i a l 
piece from Dublin (pi.78) i s ornamented on one side with Ringerike s t y l e , 
and on the other, with Jellinge s t y l e , which serves to remind modern 
writers that s t y l i s t i c groups did not succeed each other as a st r a i g h t 
progression. I t has become apparent that there was always a period of 
overlap from one style to another, which did not necessarily involve a 
degeneration of the previous style. In addition, certain other possibi-
l i t i e s are suggested, for instance, that a r t i s t i c styles occasionally 
underwent rev i v a l s ; or that they may have been imitated i n a d i f f e r e n t 
m i l i eu at a d i f f e r e n t time; or that a native t r a d i t i o n of ornament i n a 
certain area may have been combined with an incoming taste to form a 
v a r i a t i o n on the native or the foreign t r a d i t i o n . Indeed, the p o s s i b i l i -
t i e s of there having been f a i r l y independent regional, or even na t i o n a l , 
developments have been largely disregarded i n the past, but t h i s consider-
ation has great relevance i n any study of English material. 
Thus, i t i s important to view the chronological sequence of late 
Viking s t y l i s t i c categories as no more than a f l e x i b l e guideline. During 
7 
t h i s period, Scandinavia was susceptible to many foreign influences , and 
i t i s not certain that the origins and influences of a p a r t i c u l a r s t y l i s t i c 
group can be a t t r i b u t e d to any one source. This p o s s i b i l i t y i s doubly 
l i k e l y when examples of a style occur outside Scandinavia. To use the 
term "Urnes s t y l e " i n r e l a t i o n to the English material i s not necessarily 
to s t a r t from the assumption that the English examples are d i r e c t l y i n f l u -
.2. 
enced by Scandinavian prototypes, which would indicate that the Urnes 
style originated i n Scandinavia, and was transmitted from there to England 
and Ireland. The issue must be viewed with greater f l e x i b i l i t y than such 
an assumption would di c t a t e . 
H. Christiansson gives an extensive survey of the methods and theories 
B 
of writers up to 1959 who had studied late Viking a r t . Basically, three 
d i f f e r i n g attitudes have emerged towards the question of s t y l i s t i c groups. 
3 
D.M. Wilson i n 1966. strongly upheld the d i v i s i o n of late Viking a r t i n t o 
the s t y l i s t i c categories of J e l l i n g e , Mammen, Ringerike and Urnes. 
i o 
H. Christiansson, on the other hand, w r i t i n g i n 1959 , adopts the new 
terminology of "South Scandinavian s t y l e " , under which s t y l i s t i c rubric he 
suggests that the J e l l i n g e , Mammen and Ringerike styles are basically the 
u 
same. A similar theory was adopted by W. Holmquist i n 1963 , but i n t h i s 
case, the Ringerike, Urnes and early Romanesque designs were thought to be 
12 
representative of a single a r t i s t i c phase. Also i n 1963, M.P. Maimer 
suggested that the variety of design on late Viking a r t objects was too 
great to assign them a l l to only four s t y l i s t i c categories, and advocated 
the adoption of a far larger number of style groups. 
Many writers have concerned themselves with the origins and influences 
of the Urnes s t y l e , and again, three d i s t i n c t attitudes have emerged, which 
are sometimes based on the geographical d i s t r i b u t i o n of extant objects. 
For example, the great number of runestones i n Sweden, and p a r t i c u l a r l y i n 
Uppland, which are decorated with the Urnes style i n a l l i t s phases, have 
led to the theory that Central Sweden was the place of o r i g i n of the Urnes 
sty l e . From there, the style i s believed to have been transmitted f i r s t to 
Norway, and then to B r i t a i n and Ireland. This a t t i t u d e would see the Urnes 
style as the f i n a l stage of an indigenous Scandinavian t r a d i t i o n , and evidence 
to support the theory i s drawn from ornamental connections with e a r l i e r 
Viking a r t styles, especially, with the standing quadruped on the J e l l i n g 
stone, and with the Ringerike s t y l e , i n general. I f t h i s i s the case, then 3 
both the Norwegian and the B r i t i s h examples of the Umes style must be 
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viewed as versions of an o r i g i n a l l y Central Swedish s t y l e . Shetelig 
i t 15 
f i r s t advocated t h i s theory, and he was followed by Aberg , Lindquist , 
16 17 18 19 
Kendrick , Wilson , Anker and Hauglid 
Other writers have suggested that the origins of Urnes style are to 
be found i n Anglo-Saxon a r t , and p a r t i c u l a r l y i n North England. This 
. 20 
view was o r i g i n a l l y suggested by Brpndsted , who l a i d stress on the 
importance of North English a r t i n the tenth century, believing that i t 
was a major influence i n the development of Urnes style animal ornament. 
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He has been followed to d i f f e r i n g degrees by both Holmquist and Moe . 
F i n a l l y , some authors have postulated that I r i s h influences played an 
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important part i n the development of Urnes s t y l e . Miiller was the e a r l i e s t 
w r i t e r to suggest t h i s . Holmquist has been the most radical follower of 
t h i s theory, i n that he does not admit that Scandinavian a r t had any 
influence on I r i s h a r t during t h i s period. Instead, he argues that the 
Urnes carvings are the e a r l i e s t examples of a Christian a r t s t y l e , and that 
they are the re s u l t of I r i s h insular a r t styles introduced i n t o Scandinavia 
during a period of missionary a c t i v i t y , possibly v i a England. He, thus, 
completely reverses the most common theory, which was that the style was 
transmitted from Sweden to Norway, and then to England and Ireland. Most 
scholars regard the I r i s h material as chronologically l a t e r than the Scan-
dinavian, and there i s f a i r l y secure evidence to suggest t w e l f t h century 
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dates f o r some of the material . Henry also sees the I r i s h Urnes style 
i n the l i g h t of an insular I r i s h t r a d i t i o n , based on e a r l i e r I r i s h a r t 
styles and t r a d i t i o n a l I r i s h motifs. 
Although a f u l l discussion of the origins and influences of the Urnes 
style i s not intended, i t i s hoped that i n the discussion of the English 
material below, i t w i l l become apparent as to which are the most l i k e l y 
origins and influences of the Urnes style i n England. I t i s also hoped 
that the re-use of Scandinavian terminology i n the context of a non-
4 
Scandinavian environment w i l l be j u s t i f i e d , a f t e r an extensive analysis 
of the material from both Scandinavia and England. The advantage of 
applying the term "Urnes s t y l e " to English material from the outset i s 
tha t , as long as the necessity f o r a f l e x i b l e a t t i t u d e towards the four, 
late Viking s t y l i s t i c categories i s recognised, a conception of a contin-
uing t r a d i t i o n i s implanted i n the mind, against which the English mate-
r i a l can be measured from d i f f e r e n t points of view, and re-evaluated 
accordingly. 
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PART ONE ; CHAPTER ONE 
APPROACHES TO THE ANALYSIS OF THE URNES STYLE 
In order to establish the true, s t y l i s t i c and chronological r e l a t i o n -
ship of the Scandinavian material to the English, the character of the 
Scandinavian material must be f u l l y understood. I n the past, three 
d i f f e r i n g methodological approaches have been used to analyse a r t i s t i c 
styles. The most common approach has been the "descriptive" method, 
employed, fo r example by Wilson 1.* Fuglesang i n i t i a t e d an alternative 
form of approach i n 1974 2, which may be termed the method of formal analy^ 
s i s . The t h i r d , and least conventional, form of approach was introduced 
by Almgren i n 1955 3, and may be called curvature analysis. 
Since both the types of object decorated, and the forms-of the orna-
mentation on the English material, are without d i r e c t p a r a l l e l i n Scandi-
navia, the problems of comparison, s t y l i s t i c and otherwise, are acute; and 
i t i s evident that an absolutely clear understanding of the Scandinavian 
Urnes style i s needed. Against t h i s background, i t seemed un l i k e l y that 
any single form of methodological approach would prove adequate by i t s e l f ; 
and consequently, the above three methodological approaches are applied to 
an analysis of the ornament on Urnes stave church, i n order to arrive at a 
f u l l e r understanding of precisely what i s meant by the term "Urnes s t y l e " . 
The descriptive approach i s perhaps the easiest method to use when 
working on the Scandinavian material. I t involves describing the ornamen-
t a t i o n on the most t y p i c a l monuments and artefacts decorated i n the s t y l e . 
The commonest features and at t r i b u t e s are then co l l a t e d , to form an inven-
tory of the. ornamental details commonly encountered i n an Urnes style design. 
From t h i s premise, deductions may be made concerning the regional or chrono-
l o g i c a l p o s i t i o n of a certain piece, according to the variations i n ornamen-
t a l d e t a i l which i t manifests. 
Since the Scandinavian material demonstrates a certain homogeneity of 
ornamental d e t a i l i n whatever medium i t i s executed, the descriptive method 
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i s a useful guide to the character of the Scandinavian s t y l e . However, 
i t has certain disadvantages i n application, notably a lack of f l e x i b i l i t y . 
For example, the t y p i c a l a t t r i b u t e s of the Scandinavian Urnes style head 
d i f f e r markedly from those of the English Urnes st y l e head, so that i n a 
comparison of the animal heads alone, the English material could not be 
called Urnes st y l e . Other d e t a i l s of the English designs are comparable 
to the Scandinavian types, with the r e s u l t that one i s tempted to t a l k i n 
terms of an English variant of the st y l e . This preconception of the 
ornamental d e t a i l s that one expects to f i n d i n Urnes style designs i n 
England, based on the knowledge of the t y p i c a l Scandinavian a t t r i b u t e s of 
the s t y l e , imposes a r i g i d i t y i n a t t i t u d e , and consequently, i n i n t e r p r e -
t a t i o n . I f an object displays s i g n i f i c a n t differences i n style from the 
preconceived idea of classic Urnes s t y l e , i t i s d i f f i c u l t t o assess i t s 
s t y l i s t i c position. In t h i s case, i t may be interpreted as a regional 
v a r i a t i o n of the type, or as an example of the t r a n s i t i o n a l phase between 
two styles, or as. a piece displaying some Urnes style influences, which 
indicates that i t i s an e a r l i e r , l a t e r or hybrid form of the s t y l e . What-
ever the i n t e r p r e t a t i o n , i t i s dependent on a r i g i d l y conceived notion of 
classic Urnes s t y l e , based on the Scandinavian models alone. I n order to 
accurately assess the English Urnes material, a broader approach i s neces-
sary, one which analyses how a design i s constructed, and what determines 
the overall e f f e c t of a piece. Although the descriptive approach remains 
a valuable, general guide, i t does not adequately embrace the variations 
w i t h i n the s t y l e , p a r t i c u l a r l y outside Scandinavia. 
The descriptive approach i s here complemented by a formal analysis of 
the s t y l e , as expounded i n Fuglesang's enlightening works on the late Viking 
ar t s t y l i s t i c groups'*. Fugle sang ci t e s f i v e c r i t e r i a which are to be studied 
i n any formal analysis of a piece 5. These are: 
1) the shape of the ornament lines 
2) the proportions of the ornament 
3) the flow of the outlines 
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4) the composition 
5) the relationship between the ornament and the background. 
Thus, t h i s method i s less specific about the ornamental d e t a i l s , and i s , 
consequently, more tolerant of variations. I t places greater emphasis 
on the general character of the s t y l e , and establishes the need to study 
a design on i t s own merits, by applying the f i v e c r i t e r i a above i n i t s 
analysis, and not by comparing the d e t a i l s with those of a classic version 
of the type. 
Following Fuglesang, the method of formal analysis i s applied to the 
ornamentation of Urnes stave church (below, chapter 2 ) , and i t becomes 
immediately apparent that the d e f i n i t i o n s of the style arrived at i n Fugle-
sang1 s thesis are wholly applicable to the stave churches'1 ornament, and are 
usually relevant to the main body of the Swedish runestone material. How-
ever, i t i s undeniable that both Urnes stave church and the Swedish rune-
stones are d i s t i n c t i v e monuments. In both cases, the ornamented areas are 
large, comparatively regularly shaped, and f l a t . Few, i f any, external 
considerations have influenced the shape of the designs. Even the round 
column at the external north-east corner of Urnes nave may be, f i g u r a t i v e l y 
speaking, viewed as a " r o l l e d up" large, f l a t surface. On material such 
as t h i s , a purely s t y l i s t i c approach i s possible. 
The Viking age did not produce " a r t i s t s " i n the sense i n which we use 
the word today, but rather craftsmen, such as woodcarvers, silversmiths and 
stone sculptors whose works were pr i m a r i l y functional, and r a r e l y , purely 
decorative. Yet, the Urnes woodcarvings and the Swedish runestones are 
among-the monuments least influenced i n t h e i r decoration by t h e i r functional 
roles. However, when an object has to have a certain functional shape, 
t h i s i nevitably has a profound:effect on the design of that object. For 
example, on a decorated spearhead, the animal ornament necessarily coi l s 
round the shaft, according to the amount and shape of decorative space 
available, which i s dictated by the shape of the object i t s e l f . The compo-
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s i t i o n of the loop schemes i s inevitably affected. The English material 
i s a l l p rimarily functional i n nature. By comparison, the carving on 
Urnes stave church i s almost purely ornamental. 
There i s , thus, a dichotomy between the fact that there can be no 
other point of commencement for an analysis of the Urnes style than Urnes 
stave church or the Swedish runestone material, and that these monuments 
are d i s t i n c t i v e examples, whose functional natures exert p r a c t i c a l l y no 
influence on t h e i r ornamentation. I n other respects too, the church and 
the runestones are exceptional. The technical achievement of the Urnes 
stave church ornament i s without p a r a l l e l ; and the Urnes woodcarvings, 
which are the e a r l i e s t surviving stave church carvings known, are h i s t o r i -
c a l l y s i g n i f i c a n t . The runestones represent a d i s t i n c t archaeological 
t r a d i t i o n , with which there i s no comparison i n England. Both the church 
and the runestones are unique archaeological phenomena. Thus, although 
the a r t - h i s t o r i c a l l i n k s between the Scandinavian and English Urnes style 
material are undoubted, they cannot be viewed i n i s o l a t i o n from the 
archaeological evidence of the forms and functions of the monuments and 
artefacts, and the d i f f e r i n g h i s t o r i c a l backgrounds. For t h i s reason, 
Fuglesang 1s method has to be necessarily modified i n r e l a t i o n to the 
English material. 
Since the functional nature of an object i n e v i t a b l y has a profound 
effec t on the design of that object, then i t follows that the choice of 
animal motif may also be influenced by the shape of the area to be deco-
rated. For instance, ribbon animals are the obvious choice of animal 
motif for the silversmith who decorated the Durham crosier head (cat.no.16). 
Fuglesang maintains that "one must begin by disregarding the motif as f a r 
as possible" 6, and that study of the motifs only becomes important when the 
problems of continuity of a previous indigenous s t y l i s t i c t r a d i t i o n , or 
influences from abroad are dealt with. However, the choice of motif i s 
intimately connected with the functional size and shape of an object, and 
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the sizes of the majority of the English metalwork p r o h i b i t the depiction 
of more than one animal. Consequently, the formal analysis of an English 
bronze mount's design consists of the formal analysis of one animal motif. 
I t i s thus relevant to distinguish between the animal motifs used at an 
early stage of the analysis. Thus, i n chapter two, following an analysis 
of the overall formal composition of the Urnes stave church ornament, the 
method i s also applied i n a comparative analysis of the animal motifs on 
the Jellinge stone, the St.Paul's churchyard stone and the Urnes church 
p o r t a l . 
To summarise, three main objections are raised, when the method of 
formal analysis i s applied to the English material. 
i . I t i s a purely s t y l i s t i c approach which does not take account of 
other considerations, such as the functional shape of the object or 
monument. This i s essential i n view of the p r i m a r i l y functional 
nature of the English material. 
i i . Since the functional nature of an object inevitably profoundly 
affects the design on that object, the choice of animal motif may 
also be influenced by the shape of the area to be decorated. 
Consequently, i t i s relevant to distinguish between the animal 
motifs used at an e a r l i e r stage of the analysis than Fugle sang allows. 
i i i . Fuglesang's conclusions about the Urnes style are derived from a 
study of peculiarly Scandinavian monuments, while the types of 
objects decorated with Urnes style i n England are without p a r a l l e l 
i n Scandinavia. Consequently, they do not have the- same possibi-
l i t i e s f o r decoration as Urnes stave church or the Swedish rune-
stone material. 
Thus, although the method of formal analysis i s more productive when 
applied to the English Urnes style material, than i s the descriptive 
method, the basic discrepancy between the types of object decorated i n 
England and Scandinavia dictates that a formal a r t - h i s t o r i c a l analysis i s 
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not adequate, by i t s e l f , to the needs of examining the relationships 
between the Urnes style material i n the two countries. 
Whilst applying a formal analysis to the Scandinavian material, 
Fuglesang repeatedly refers to "f l u e n t curves", "unbroken curves" and 
"loop schemes"7. I n the l i g h t of t h i s emphasis on curves, i t seems 
possible that an analysis s p e c i f i c a l l y of the curve shapes found on 
similar motifs, from d i f f e r e n t s t y l i s t i c groups, might c l a r i f y the 
d i s t i n c t i o n between those s t y l i s t i c groups. Curvature analysis i s thus 
applied to the animal motifs on the J e l l i n g stone, the St.Paul's church-
yard stone and the•Urnes church p o r t a l , i n chapter two. 
Almgren concluded i n 1955 (see appendix A) that d i f f e r e n t motifs can 
be shown by curvature analysis to be executed i n the one characteristic 
and dominant style of a period. I t follows that similar motifs can be 
shown by curvature analysis to belong to d i f f e r e n t s t y l i s t i c categories. 
I t seems l i k e l y t h a t , should t h i s be the case, i n r e l a t i o n to the English 
Urnes style material, curvature analysis might prove so specific a study 
as to negate some of the objections raised against the method of formal 
analysis. For example, the curve shapes used may be less dependent on 
the functional shape of the object, since they may be analysed i n terms of 
the separate components of any size or shape design. I n chapter two, 
curvature analysis i s applied to both the standing quadruped motif and 
the ribbon beast motif, on monuments and objects from the Mammen, Ringerike 
and Urnes style phases. 
Curvature analysis i s a considerably more laborious method than either 
of the other two. I t i s also, by no means,- an incontrovertible method, 
and i s s t i l l at an experimental stage. The s u b j e c t i v i t y of the approach 
must be minimised by r e f e r r i n g to every ornament l i n e present i n the depic-
tion;, of <• the motif, and never being selective of curve shapes. One must 
always be able to j u s t i f y where the separate lines that comprise the design 
are considered to terminate, especially when the ornament lines are 
natural l y broken. For example, the long l i n e forming the neck and back 
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of the Urnes p o r t a l quadruped i s continuous, but below p.24 i t was found 
j u s t i f i a b l e to break the l i n e at the junction of the back and neck. 
The system i s largely a comparable one, and one must ensure that the 
motifs to be analysed are f u l l y comparable. I t i s not possible to com-
pare the curvature of a standing quadruped with that of a ribbon beast, 
with the aim of achieving the same conclusive results as when two standing 
quadrupeds are compared8. One must also consider whether or not the 
curvature of the Urnes po r t a l quadruped i s similar to that of any Urnes 
style quadruped i n general terms, and not only whether i t i s d i f f e r e n t from 
that of the Ringerike standing quadruped. 
Many d i f f i c u l t i e s accompany the application of curvature analysis at 
i t s present experimental stage. I n the following chapter, curvature 
analysis i s discussed at some length, p a r t l y because i t requires much 
explanation, but also because there exists a need, which i s not adequately 
f u l f i l l e d by the other two methods, for a f u l l e r c l a r i f i c a t i o n of the term 
"Urnes s t y l e " , especially i n r e l a t i o n to the English material. Curvature 
analysis i s a system to which one can resort, when the disadvantages of 
other methods of approach make them d i f f i c u l t to use in.association with 
problematical material. I n other cases, i t can help to v e r i f y a hypothesis 
for which there i s only p a r t i a l evidence. For example, a piece thought to 
be t r a n s i t i o n a l may y i e l d more informative r e s u l t s , a f t e r the application 
of curvature analysis. •'. I t i s also apparent t h a t , since no one system 
can be held to be a comprehensive and d e f i n i t i v e guide to determining every 
Urnes style object, given the style's wide geographical d i s t r i b u t i o n , the 
vari e t y of types of monument on which i t i s discovered, and the fa c t that 
i t i s prone to local v a r i a t i o n s , i t can only be advantageous to be able to 
draw on three complementary systems of analysis, any one of which may be a 
more rewarding study, according to the p a r t i c u l a r curcumstances of each 
individual object. 
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PART ONE : CHAPTER TWO 
THE SCANDINAVIAN URNES STYLE : An analysis of the ornament of Urnes stave 
church, and of the d i s t i n c t i o n s between Urnes and other late Viking a r t 
s t y l i s t i c groups. 
The Urnes style i n Scandinavia i s best represented by the stave church 
at Urnes (pi.27 ) which i s situated i n the Sogn area of the west of Norway. 
The church which i s standing at present i s a t w e l f t h century Romanesque 
church. B u i l t i n t o i t s walls are some portions of wood, which have sur-
vived from an e a r l i e r b u i l d i n g , probably an e a r l i e r church 1. These por-
tions include the west and east gables (pi.33 ) , which are now covered 
over, the p o r t a l , door and two planks i n the north w a l l , and the corner 
post at the external north-east corner of the nave (pis. 28-^32): They are 
a l l decorated i n classic Urnes s t y l e . 
As Moe pointed o u t 2 , the decoration on Urnes stave church i s almost 
completely zoomorphic, and makes use of three d i s t i n c t animal types. 
These are a standing quadruped; a ribbon shaped animal; and a f i l i f o r m 
animal, or inte r t w i n i n g t e n d r i l . 
A. DESCRIPTIVE ANALYSIS 
The Standing quadruped: 
The Urnes type of "great beast" manifests i t s e l f twice on Urnes stave 
church i t s e l f , once on-the p o r t a l and once on the west gable. I n both 
cases, i t i s a standing quadruped, seen i n p r o f i l e , with a l l four legs 
v i s i b l e . The head i s perhaps the most immediately d i s t i n c t i v e feature. 
I t has a long, tapering nose, with an open mouth, showing pointed teeth on 
the animal on the p o r t a l . The upper l i p i s extended to f o l d backwards 
and downwards over the nose to terminate i n a lobe. The gable animal has 
a similar arrangement fo r the lower l i p , , too, although i n both cases, the 
lower l i p i s shorter than the upper. The eye i s an exaggerated almond 
shape, monopolising and repeating the overall shape of the head. The 
portal animal has a square-ended ear. The neck and body are both long and 
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slender. The f r o n t and back hips are represented by large, simple s p i r a l s . 
The four legs are arranged so that the animal appears to be walking. An 
angular bend marks the knee j o i n t . On the p o r t a l animal, a s t y l i s e d mane 
composed of three lobe-ended t e n d r i l s , repeats the angular bend half way 
along each t e n d r i l . The port a l animal also has a long t a i l which appears 
to pass behind the hind legs, and terminates i n a t r i l o b a t e leaf ornament. 
The feet are not v i s i b l e on either of the standing quadrupeds on Urnes stave 
church. 
The ribbon beast. 
The second type of Urnes animal represented on Urnes stave church i s 
a ribbon beast, whose body dimensions are only marginally smaller than the 
Urnes standing quadruped; and i n i t s basic character, i t i s i d e n t i c a l to 
the standing quadruped. On the west gable for example, there are three 
ribbon beasts, whose heads are i d e n t i c a l to that of the standing quadruped 
i n the midst of them. The ribbon beast i s usually viewed i n p r o f i l e , 
although on the p o r t a l and the two planks now i n the north w a l l , there are 
examples where the animal head i s seen from above, with both eyes v i s i b l e , 
while the body i s s t i l l viewed i n p r o f i l e . From a f r o n t s p i r a l h i p , often 
not as well formed as that of the standing quadruped, emerges a foreleg of 
i d e n t i c a l type to the great beasts . I t usually terminates i n a foot with 
a rounded heel, and two long toes. The back hip i s generally formed by an 
angular bend, r e c a l l i n g the knee j o i n t of the standing quadruped. Only 
two legs are v i s i b l e , and the animal does not have a t a i l . The ribbon 
beast i s more purely decorative than the standing quadruped. I t s slender, 
c o i l i n g body forms loop patterns, which t y p i f y the formal composition of 
the style (see below pp.16-18). 
The Intertwining t e n d r i l . 
The t h i r d type of creature represented on Urnes stave church i s a 
f i l i f o r m animal, which consists of a t h i n , ribbon shaped t e n d r i l , which 
c o i l s and intertwines ..with the other animals. I t s body loops at least 
twice, and usually forms a multi-loop scheme. I t i s normally limbless, 
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although at Urnes, there are examples where a limb emerges, recognisable 
by the use of the angular bend to represent a hip or knee. The t e n d r i l -
l i k e body terminates i n either a t r i l o b a t e leaf ornament, similar to the 
termination of the t a i l on the standing quadruped on the p o r t a l , or else, 
a round lobe. At Urnes i t s e l f , the heads of the f i l i f o r m animals are 
similar to the heads of the standing quadrupeds and ribbon beasts. They, 
too, are viewed i n p r o f i l e on the gable, have the same long, tapering 
hoses, and folded backwards and downwards, upper and lower l i p extensions, 
although they are eyeless and earless. However, the f i l i f o r m animal at 
Urnes i s less t y p i c a l of the style as a whole, than the other two animal 
types on the stave church. The t r i l o b a t e leaf termination i s unusual, 
and on other monuments, the head i s almost always viewed from above. 
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:B. FORMAL ANALYSIS 
The principles of formal analysis, as outlined by Fuglesang 3, depend 
on studying the composition as a whole. In the case of the Urnes s t y l e , 
the standing quadruped, the ribbon beast, and the intertwining t e n d r i l are 
not treated as separate motifs, as they were i n the descriptive method; 
instead, the overall pattern formed by the positioning and character of a l l 
three elements i s examined. Thus, the importance of the inte r t w i n i n g 
t e n d r i l s does not l i e i n the fact that they are frequently zoomorphic i n 
character, but rather t h a t , together with the c o i l i n g bodies of the ribbon 
beasts, they form loop patterns, which t y p i f y the design of Urnes stave 
church. 
For instance, i f the ornament of the west gable (pi.33a) i s examined, 
the overall impression i s one of a series of f l u e n t curves. The whole 
design i s b u i l t up of loops, with the f i l i f o r m elements and the bodies of 
the ribbon beasts arranged as independent, multi-loop or figure-of-eight 
loop schemes ( f i g . A ) . Fuglesang's work has considerably enhanced the 
understanding of these loop schemes. The multi-loop scheme i s formed by 
the repeated looping of an ornament l i n e . The loops thus formed are 
frequently c i r c u l a r , and look very regular, although the design as a whole 
i s never symmetrical. They can be either separated, or in t e r s e c t i n g , or 
tangential ( f i g . A ) . In p a r t i c u l a r , the f i l i f o r m elements serve to 
balance the design, by entwining, i n similar patterns, with the more domi-
nant patterns formed by the w i d e r l l i n e widths of the bodies of the ribbon 
beasts. The simpler loop schemes are composed of two intersecting loops, 
producing an asymmetrical, figure-of-eight shape. The asymmetry re s u l t s 
from the positioning of the loops on d i f f e r e n t axes, which involves a 
subtle change of d i r e c t i o n . On the west gable, the uppermost ribbon 
beast exhibits t h i s pattern. Thus, the design i s b u i l t up on a system of 
interpenetrating loopsj and the-effect achieved i s a subtle sense of rhythm, 
movement and balance. 
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I l l 
I V 
Figure A. Four types of Urnes style animal from Urnes church. 
i. Standing quadruped (neck forms an independent loop) 
i i . Ribbon beast that loops with i t s e l f (figure-of-eight loop scheme) 
i i i . Ribbon beast that does not loop 
i v . Intertwining or f i l i f o r m animal (multi-loop scheme) 
The juxtaposition of broad and t h i n l i n e widths i s another major 
aspect of the ornamentation of Urnes church. As was noted above (p. 14 ) 
the bodies of the standing quadrupeds and the ribbon beasts are of similar 
dimensions. Opposed to t h i s i s the use of much thinner l i n e widths i n 
the portrayal of the f i l i f o r m elements. The contrast of broad and t h i n 
l i n e widths, arranged i n s i m i l a r , interpenetrating loop schemes i s the 
basic characteristic of the Urnes church ornament. 
The minor ornamental deta i l s of the design also repeat the patterns 
and shapes of the loop schemes. Thus, the c i r c u l a r lobes, which often 
terminate the ornament l i n e s , and the wide, simple s p i r a l hips, emphasise 
the c i r c u l a r nature of the overall composition; and the large, almond-
shaped eye repeats the overall shape of the head. This attention to d e t a i l 
gives the design a controlled uniformity, which was lacking i n the preceding 
Ringerike style (see below p. 18). 
The background becomes an i n t e g r a l part of the design; spaces are 
encircled by loops and emphasise t h e i r shape by not being f i l l e d w ith any 
additional ornament. There i s a contrast between the broad lines and the 
t h i n l i n e s , and between both l i n e widths and the open background. I t i s 
f o r t h i s reason that the Urnes style i s so appropriate to openwork metal 
objects; the -plain or open background i s another essential feature of the 
style. To summarise: 
i. The design i s composed of broad and t h i n l i n e s , arranged on a p l a i n 
background, i n interpenetrating loop schemes, termed "multi-loop" 
or "figure-of-eight" schemes. 
ii. The design i s always subtly asymmetrical, producing a sense of 
movement and balance. 
i i i . The ornament lines always swell and taper evenly, to give an 
impression of smoothness, and fluency of curve. 
i v . Any dents i n the outlines are small, and confined to j o i n t s 
on the animal bodies. 
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v. Certain shapes are repeated to give the design an o v e r a l l 
homogeneity. 
v i . The f i n a l impression i s of the fluency of uninterrupted curves. 
By contrast, the Ringerike style i s noted f o r i t s "abrupt rhythm"1*, 
which i s dependent on two factors. The f i r s t i s the concentrated group-
ing of int e r t w i n i n g t e n d r i l s ; and the second i s the t i g h t loops that form 
points of interlace w i t h i n the design, crossing the animal bodies. As 
Fuglesang maintains: "these crossing points create visual breaks of the 
main ornament l i n e s " 5 . Both of these factors contribute towards 'the 
additive p r i n c i p l e of composition" 6,of the Ringerike s t y l e . 
There i s a general tendency i n Ringerike ornament to pear-shaped 
loops, as opposed to the circular.loops of the Urnes s t y l e , but t h i s i s 
by no means a universally v a l i d d i f f e r e n t i a t i o n . Vegetal motifs occur i n 
greater number and more varied forms i n Ringerike designs; the pattern i s 
less open; and the ornament i s superimposed on the background i n the t r a d i -
t i o n a l way. In short, controlled uniformity, fluency and homogeneity are 
innovations of the Urnes phase. 
Since p r a c t i c a l l y every piece of English metalwork (with the exception 
of the Pitney brooch (cat.no.12) and the larger Lincoln bronze mount (cat. 
no.7)) has a s i m p l i f i e d Urnes style design consisting of basically only one 
animal, i t i s important to establish that the principles of formal analysis 
can be applied, to some extent, to a single animal motif, and not only to a 
complex design, b u i l t up on interpenetrating loop schemes. Three similar 
motifs, from three d i f f e r e n t s t y l i s t i c categories, have been selected, i n 
order to contrast the results of a formal analysis of each. The standing 
quadrupeds on the J e l l i n g ; stone ( p i . 35) and the St.Paul's church yard 
stone (pi.36 ) serve as suitable comparisons with the standing quadruped on 
Urnes stave church p o r t a l (pi.29 ) . 
For the purposes of the exercise, i t i s necessary to put aside f o r one 
moment, the considerations of the d i f f e r e n t mediums i n which the three 
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monuments are executed; the fact that the woodcarvers' technique allows 
him to work i n much deeper r e l i e f than the stone sculptors'; the 
d i f f e r e n t locations of the three monuments i n three d i s t i n c t countries; 
and the d i f f e r i n g h i s t o r i c a l circumstances surrounding the foundation 
of these three c r u c i a l works. 
I t i s immediately apparent that certain d e t a i l s of the ornament 
recur on a l l three monuments. At i t s most basic l e v e l , the motif of 
the standing quadruped was obviously re-employed throughout the period. 
On a l l three monuments, the animals have s p i r a l hips. The animal on 
the St.Paul's churchyard stone has an almond shaped eye, and the t e n d r i l -
l i k e embellishments terminate i n c i r c u l a r lobes. A l l of these are the 
sort of ornamental deta i l s that Wilson pinpoints when describing a s t y l e . 
However, the f i n a l e f f e c t achieved on each of these monuments i s quite 
d i s t i n c t i v e , and an analysis of the d i f f e r i n g ways i n which the three 
designs are formally composed may show what causes these d i f f e r i n g 
effects to be achieved. 
The overall homogeneity of the Urnes style design i s reflected i n 
the homogeneity present i n the depiction of each separate animal at 
Urnes. In the case of the standing quadruped, the body i s of a basically 
even width. In places, i t does widen or narrow, but the change i s 
always gradual, achieved through a gentle swelling or tapering of the 
ornament l i n e s . The ornament li n e s tend to be uninterrupted, and are 
never abruptly truncated, f o r that would be at variance with the fluency 
of the c a r e f u l l y executed loop schemes. The body i s b u i l t up of long, 
fluen t curves, that give to the animal, i t s elongated and elegant appearance 
The only dents i n the outline are confined to such features as the hip or 
knee j o i n t s ; . o r , as on the Urnes p o r t a l , half way along the t h i n t e n d r i l s 
that form the mane. Otherwise, the outlines of the creature form j u s t as 
smooth and unbroken curves as do the c o i l i n g bodies of the ribbon beasts. 
I t i s t h i s uninterrupted q u a l i t y which makes the Urnes animal so d i s t i n c t i v e 
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The standing quadruped i s not pivoted around a central point, w i t h the 
effec t that i t seems to lean s l i g h t l y , indicating a swaying motion. 
Thus, many of the basic tenets of the overall formal analysis can be 
reapplied i n the study of a single animal. 
The St. Paul's churchyard stone i s ornamented with a classic 
example of the Ringerike style. Hans Christiansson wrote that the 
"additive p r i n c i p l e of composition" was absent from the Urnes s t y l e 7 . 
I t i s t h i s p r i n c i p l e which accounts f o r the "abrupt rhythm" 8 encountered . 
on the l a t t e r monument. I n contrast to the uninterrupted curves of the 
Urnes s t y l e , the ornament lines are perpetually being broken on the St. 
Paul's stone. The t e n d r i l s which cross the animal form t i g h t bonds 
instead of loose, open loops, and occasionally, achieve an effect of 
interlace. Decorative embellishments emerge from main ornament lines 
to disrupt the smoothness of the s t y l e . Clusters of t e n d r i l s are 
grouped together outside the animal body, f i l l i n g the unoccupied space, 
superimposed on, rather than i n t e r a c t i n g with, the background. Even 
the s p i r a l hips are t i g h t l y coiled l i k e springs. Generally then, the 
"additive p r i n c i p l e " dictates that offshooting elements occur a l l over 
a' Ringerike design, with the effect that the uninterrupted q u a l i t y of 
the Urnes style i s quite absent. 
The animal on the J e l l i n g , stone i s s u p e r f i c i a l l y considerably 
closer to the animal on the Urnes p o r t a l , than i s the St.Pauls stone 
creature. I t s ornament lines are not so interrupted by additional 
embellishments to the main motif. The c o i l s of the serpent, while not 
forming loose, open loops, are less binding than the t e n d r i l s on the St. 
Paul's stone. However, the overriding elegance of the Urnes animal i s 
not found at J e l l i n g - , because the ornament lines are repeated to such 
an extent that they become cumbersome. The double contouring of the 
creature's body, the backbone of the serpent, the exaggerated s p i r a l 
hips through double contouring, i n short, the constant emphasis on 
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ornamental d e t a i l s serves to give the quadruped a weighty appearance, 
which detracts our attention from the main ornament lines of the beast. 
The same three motifs were i n i t i a l l y selected for the purposes of 
curvature analysis, i n the hope that the three d i f f e r i n g systems of 
methodological approach would prove to be complementary. Although i t 
seems that formal analysis can be successfully applied to an indi v i d u a l 
animal motif, and that i t i s undoubtedly a valuable approach, Fuglesang's 
conclusions about the Urnes style are based too exclusively on an 
examination of exceptional Scandinavian material, for i t to be acceptable 
by i t s e l f , i n the context of the present work. 
C. CURVATURE ANALYSIS 
When looking at the standing quadruped on the St.Paul's churchyard 
stone, perhaps the most s t r i k i n g l i n e element i s the strong, st r a i g h t 
l i n e which forms the back of the creature ( f i g . B ) . I t i s t h i s long 
l i n e that gives the creature i t s "energetic" expression. I f the l i n e 
i s followed, from i t s termination at the lower jaw, along the chin and 
neck of the creature, and along, the straight back, u n t i l the l i n e i s 
interrupted by a t e n d r i l , immediately before the hindquarters, i t may be 
seen that t h i s ornament l i n e has a hook at one end, and a straight l i n e 
at the other. One major ornament l i n e has now been isolated from end to 
epd. This shape may be called a "hooked l i n e " . Other.hooked lines can 
be found i n the composition of the St.Paul's standing quadruped. The 
lower and upper ornament lines of the ear are hooked l i n e s , as are the 
lower and upper ornament lines of the tongue, and the lines forming the 
forehead and nose. The hooked l i n e i s also repeated i n the lines of the 
stomach, the outermost l i n e of the hind s p i r a l hip and several times i n 
the lines forming the feet and legs of the creature. The hook i n each 
case varies i n proportion, but the basic shape of the l i n e remains con-
stant. I t i s apparent that the hooked l i n e constitutes an important 
component of the design. The t e n d r i l s and additional embellishments as 
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well as the lines of the smaller creature i n f r o n t of the standing quad-
ruped also show a preference f o r t h i s shape of ornament l i n e . 
Occasionally, a s c r o l l shape occurs instead of the simple hook at 
the end of the ornament l i n e . The s p i r a l hips are both examples of 
t h i s v a r i a t i o n of the ornament l i n e . The ornament l i n e which runs down 
from behind the ear to the f r o n t leg provides another v a r i a t i o n on the 
hooked l i n e . I n t h i s case, the hook.is widened out i n t o a more gentle 
curve, and i t occurs i n the centre of the ornament l i n e as a whole, 
rather than towards one or other of the ends, as i s usually the case. 
This may be called a"bow-shaped"curve. 
Theoretically, a curve may be described i n terms of i t s radius, so 
that a very t i g h t curve has a very small radius, and when an ornament 
li n e i s s t r a i g h t , i t may be said to have a curve of i n f i n i t e radius. As 
the l a t t e r concept seems tautologous, i n the discussion below, a straight 
l i n e i s called simply th a t , and i t i s taken as understood, that i t has 
the largest radius possible of any ornament l i n e . 
Returning to the hooked l i n e f i r s t examined, the section of ornament 
l i n e forming the back of the creature i s long and s t r a i g h t , i n other words, 
i t has an extremely large radius. Towards one end of the ornament l i n e , 
the radius of the curve rapidly diminishes, and f i n a l l y increases again to 
a very large radius i n the li n e which produces the chin of the animal. In 
general terms, a l l of the hooked lines present i n the design follow t h i s 
pattern. They consist of a curve of large radius, which diminishes 
sharply towards one end, and then increases.once more to a large radius 
before terminating.... I n the case of the curves forming the s p i r a l hips, 
the radius i s a very large one f o r the majority of the ornament l i n e ; i t , 
too, diminishes towards one end, but i t does not increase again. I n 
the case of the bow-shaped curves, such as the l i n e running from behind 
the ear of the creature to the front leg, the ornament l i n e commences with 
a very large radius, diminishes towards the centre, and increases again 
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towards the other end. We can see from t h i s analysis of the r a d i i of 
the curves present i n the design, that although the ornament lines do 
not coincide, they do conform. The constant r e p e t i t i o n of similar 
curve shapes can be c l e a r l y seen when a l l the ornament lines present i n 
the depiction of the standing quadruped are juxtaposed i n a drawing, 
( f i g . D.i ) . 
The ornament lines on the St.Paul's churchyard stone often contain 
s t r a i g h t , or almost.straight sections. However, there are no completely 
straight l i n e s ; they always include a curve of diminishing radius some-
where along t h e i r length, usually towards one end. I t i s the constant 
use of hooked l i n e s , with t h e i r juxtaposition of straight and curved 
sections, that gives the animal a somewhat "windswept"9 expression. The 
hook at one end of the l i n e , and the straight section streaming out behind 
i t serve to indicate>that the creature i s moving ra p i d l y ; although, 
because the design i s s t y l i s e d , the ornament lines are not positioned as 
one might l o g i c a l l y expect. For example, the antithesis of the tongue 
and ears i s a s t y l i s t i c one, and by no means, a r e a l i s t i c portrayal of the 
way i n which they would blow were the animal r e a l l y moving. 
In short, an analysis of the curvature of the standing quadruped, i n 
t h i s case, reveals that the sculptor has made frequent use of a type of 
ornament l i n e , which we have labelled the "hooked" l i n e . Aside from the 
hooked l i n e , he has employed bow^shaped curves and spiral-ended l i n e s , 
which can be shown to conform, i f not to actually coincide with the hooked 
l i n e s . Whether or not the repeated use of three types of ornament l i n e 
i s a conscious one can only remain conjecture. Looking at the drawing of 
the juxtaposed ornament l i n e s , the s i m i l a r i t i e s are so s t r i k i n g that one 
i s tempted to conclude that the frequent occurrence of only three, basic 
types of l i n e was, indeed, i n t e n t i o n a l . The f i n a l e f f e c t of the design 
on the St.Paul's churchyard stone i s quite d i s t i n c t i v e , and i t can be 
shown that i t i s the preference f o r the hooked l i n e type of curve, and i t s 
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variations, which has achieved t h i s e f f e c t . 
Turning to the standing quadruped on Urnes stave church p o r t a l , 
perhaps the most s t r i k i n g aspect of the motif i s i t s elongated propor-
tions, ( f i g . C ) . -in contrast to the animal on the St.Paul's stone, 
the animal has a long, graceful neck, and long " n a t u r a l i s t i c " legs. The 
body of the St.Paul's animal i s extremely large, compared to the size of 
the legs and neck. At Urnes, the lengths of the neck, body and legs 
are almost exactly the same. The body i s as long as the legs, and the 
neck and head are as long as the body. I t i s evident that i n order to 
achieve these porportions, the carver must have used similar lengths of 
ornament l i n e s , and must have made repeated use of similar curve shapes. 
I n the case of the St.Paul's stone, the curve shapes were terminated when 
the ornament l i n e was interrupted. I t has already been noted that un-
interrupted curves are a feature of Urnes style designs (above, p.16). 
However, i n t e r r u p t i o n of the curves for the purposes of curve analysis 
was-not problematical, largely because the separate parts of the creature 
are so c l e a r l y delineated. For example, the curve shapes which form the 
legs terminate quite n a t u r a l l y , where the legs meet the body. The fore-
leg of a ribbon beast interrupts the ornament l i n e which forms the animal's 
back, so that a d i s t i n c t i o n may be drawn between the back and the rump of 
the creature. The only place where a break has been imposed i s at the 
junction of the neck and the back. In t h i s case i t i s quite j u s t i f i a b l e . 
Unlike the St.Paul's stone sculptor who used one dominant ornament l i n e to 
depict the animal's back and neck, the Urnes carver distinguishes between 
the neck and body by an emphatic angular t u r n , which should not be used i n 
curve analysis, but recognised as a device through which the overriding 
c l a r i t y of the design i s preserved, i n that the separate parts of the body 
remain d i s t i n c t . 
I f we look at the l i n e which forms the neck of the creature we f i n d 
that i t i s a drawn out, bow-rshaped curve. As such, i t i s comparable to 
24 
the bow-shaped curve which formed the chest on the St.Paul's animal. 
However, the radius of the curve on the Urnes animal's neck l i n e i s 
always very large. I t changes s l i g h t l y along i t s length, decreasing 
and increasing to a small degree, but basically i t has a continuously 
large radius. I t i s important to note that a l l the ornament lines on 
the St.Paul's stone contain a s t r a i g h t , or f a i r l y s t r a i g h t , section; 
i n other words, they have a curve of very large radius somewhere along 
t h e i r length. They also each have a section of ornament l i n e , which 
has a considerably smaller radius of curve, normally a sharp contrast 
to the straighter sections. Of a l l the ornament lines on the St.Paul's 
stone, the bow-shaped curves, such as the one which forms the animal's 
chest, contain the largest average radius, since they straighten out at 
either end, and the section of ornament l i n e which contains the smallest 
curve radius, ( i n the middle section of the ornament l i n e ) i s s t i l l com-
paratively-larger than the r a d i i . o f the hooked sections of the hooked 
l i n e s , f i r s t examined. However, the radius of the curve i n the centre 
of the bow-shaped l i n e on the St.Paul's stone, i s s t i l l smaller than any-
where to be found on the ornament l i n e forming the neck of the Urnes 
por t a l creature ( f i g . C ) . The lines at Urnes which form the legs, 
the rump, the stomach, the back, and the long, uninterrupted curve forming 
the f r o n t of the creature, a l l manifest a changing radius, but the radius 
always remains a large one; and the changes are s l i g h t . 
As was the case on the St.Paul's stone, some of the ornament li n e s 
have an i n f i n i t e , or almost i n f i n i t e , radius. In other words, the lines 
sometimes contain completely, or almost, st r a i g h t sections. However, 
because the contrast between the r a d i i of the curves i s not great, the 
straight.sections do not catch the eye as they did on the St.Paul's stone, 
nor detract from the elegant appearance of the beast as a whole. They are 
necessary to produce the elongated proportions noted before, but they 
remain e n t i r e l y harmonious with the long,fluently curving ornament l i n e s , 
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as a resul t of which, the abrupt expression of the St.Paul's animal i s 
lacking at Urnes. I t i s these gentle curves and t h e i r s l i g h t variations 
of a normally, continuously large radius, that lend to the creature i t s 
subtle sense of rhythmic movement. 
The variations on these general rules of the Urnes curvature are 
not so numerous as were the variations on the hooked l i n e curves on St. 
Paul's stone. The s p i r a l hips, which were reused on the St.Paul's stone 
and the Urnes p o r t a l after t h e i r e a r l i e r appearance at JeHinge, do not 
conform with the gentle, curving bow-shapes of large radius, for the 
sp i r a l of the hip terminates an otherwise, t y p i c a l l y Urnes, elongated 
curve shape, with a curve of diminishing radius. However, even i n t h i s 
instance, the s p i r a l i s a simple, open loop, which i s not t i g h t l y scrolled, 
a s - i t i s at St.Paul's, and the radius of the curve i s maintained as large 
as possible,, given the requirements of the t r a d i t i o n a l re-use of the 
sp i r a l hip feature. The lobe terminations of- the mane are also at 
variance with the basic.curvature scheme of the Urnes animal. They, too, 
are features which are re-employed from the preceding Ringerike style;but 
i n t h i s case, the mane i s composed of three t h i n elements, w i t h the r e s u l t 
that the main ornament l i n e of the neck i s not interrupted, and the curves 
of the mane take on. a secondary significance. The ornament li n e s of the 
head do not completely conform with the basic curvature scheme, for other 
reasons.. Only whilst carving the head has the a r t i s t allowed himself to 
include certain ornamental d e t a i l s . The eye i s an elongated almond shape, 
the rounded.end of which has a small curve radius, which would seem to be 
incompatible with the overall curvature scheme. The folded backwards and 
downwards nose extension takes the form of an S-shaped s c r o l l ; The pro-
portions of the ear are not elongated; and the lower and upper parts of 
the mouth are conjoined by an obviously hooked l i n e . Nevertheless, the 
shape of the head i t s e l f adheres to the principles of the curve scheme 
found elsewhere on the animal, and t h i s i s a dominant consideration. The 
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s-shaped s c r o l l from the nose, l i k e the elements composing the mane, i s 
a t h i n , secondary ornament l i n e , whose lobe terminations are, i n any 
case, less imposing than i t s lengthwise curve of very large radius. The 
rounded back of the eye lends i t a n a t u r a l i s t i c appearance, while the 
elongated curves towards the f r o n t of the eye help to minimise i t s 
discrepancy with the basic curve scheme. The ear i s composed of small, 
bow-shaped-curves, whose r a d i i are smaller than usual, p a r t l y because of 
the semi - n a t u r a l i s t i c size of the ear. The hooked li n e of the mouth i s 
the only real exception to the overall curvature scheme. 
When a l l the ornament.lines found i n the depiction of the Urnes 
p o r t a l standing.quadruped are juxtaposed i n a drawing ( f i g . D . i i ) , i t i s 
s t r i k i n g . t o see'•how uniform the curves are. The repeated use of one, 
dominant curve shape i s even more i n evidence here, than i t was at St. 
Paul's. The exceptions are fewer, smaller, and are found on minor 
ornament l i n e s . Once again, the curve shapes employed cl e a r l y conform 
with each other. By looking at the drawing of the juxtaposed ornament 
l i n e s , one can see how i t i s that the Urnes style standing quadruped i s 
so uniform i n character. One can postulate, especially when looking at 
a monument of superlatively high q u a l i t y such as the Urnes p o r t a l , which 
i s obviously the work of a s k i l f u l and experienced craftsman, that the 
choice of curve shape, and i t s repeated use, was possibly a conscious 
one, aimed at producing the elongated, highly uniform, and elegant creature 
that i s so well known to us. 
Turning to the>standing.quadruped on the J e l l i n g stone, the back and 
neck of the creature are represented by a series of undulating "waves" i n 
the ornament line.. The l i n e of the back i s doubly emphasised by a second 
l i n e which repeats and runs p a r a l l e l to the external ornament l i n e of the 
creature. These "waves" may be termed"conjoined bow-shaped curves",or 
"U-curves". What i s noticeable about them i s t h a t , unlike the ornament 
lines.of the standing, quadrupeds we have already examined, they do not 
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contain any s t r a i g h t , or almost straight sections. However, straight 
sections do occur i n the ornament lines.. The legs, f o r instance, are 
largely made up of short, s t r a i g h t l i n e s . However, the difference 
between the curvature scheme on the.Jelling' animal, and those on the 
St.Paul's and Urnes animals, i s that s t r a i g h t , or almost straight lines 
are always short, and of a hardly varying radius. At St.Paul's, some 
of the ornament lines contained long, st r a i g h t sections, but they almost 
always terminated i n a hook curve, or one of i t s variants, and were 
normally major ornament l i n e s . At J e l l i n g ?as can be seen from the 
drawing in.which a l l the ornament lines present i n the depiction of the 
motif are juxtaposed ( f i g . E.ii)^the s t r a i g h t , or almost straight lines 
are e n t i r e l y separate from the conjoined, bow-shaped curves and U-curves. 
U-curves natural l y widen i n t o curves of a large radius towards t h e i r two-
termination points. However, the ornament l i n e terminates before a 
straight section develops, unlike on the St.Paul's stone, where the hooked 
l i n e basically consists of a U-curve with one extended l i n e of very large 
radius. The major ornament lines on the J e l l i n g stone are the conjoined 
bow^-shaped curves and U-curves, which closely conform with each other; the 
short, straighter lines are of secondary importance, but i t i s the j u x t a -
position of these two types of curve l i n e which give the creature i t s 
marching, yet heraldic, stance. The short, straighter lines of the legs 
produce the e f f e c t of a marching beast; while the conjoined bow-shaped 
curves and U-curves contribute towards the d i g n i f i e d , heraldic a t t i t u d e of 
the creature. One example of the l a t t e r type of usage of curve-shape i s 
the two, conjoined bow^-shaped curves, running from the chin to the top of 
the. f r o n t leg, which produce the e f f e c t of the animal proudly pushing i t s 
chest out. I t is.the use of these two opposing types of curve that have 
led to the Jelling- quadruped being described as both "comical 1 0 11 and 
"heraldic. 1 1" . 
I f we look at the comparative proportions of the d i f f e r e n t parts of 
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the body of the J e l l i n g animal, we f i n d that they are similar to those 
of the St.Paul's stone animal ( f i g . B ) . The body i s much larger, 
proportionately, than the legs, and head and neck. In t h i s case, the 
smallness of. the head i s accentuated, because the conjoined bow-shaped 
curves of the body are used to emphasise that the chest i s protruding, 
and the shoulders are back; whereas the hooked lines on the head of the 
St.Paul's animal are more synonomous with the curve shapes used f o r the 
body,with the re s u l t that the head does not seem so comical. On the 
St.Paul's stone, the length of the head and neck together, agrees quite 
closely with the length of the legs. On the Jelling' stone, the head 
and neck are father longer than the legs. The comparative proportions 
of the animal bodies are an int e r e s t i n g side.issue of curvature analysis. 
At Urnes, we have seen how the elongated proportions as a whole, and the 
almost equal lengths of head and neck, body and legs,are produced by the 
repeated use of similar curve shapes, a l l of a similar length. At 
J e l l i n g , the conjoined bow-shaped curves, which are considerably longer 
than most of the ornament l i n e s , are used to form the lines of the neck 
and body. The legs are composed of short, straighter l i n e s ; while the 
head and feet are largely made up of a series of small U-curves. On the 
St.Paul's stone, although the proportions are basically similar to those 
of the J e l l i n g , animal, the curvature scheme i s more harmonious, i n that 
each ornament l i n e contains curved and straighter sections. As noted • 
above (p.23), i t conforms,.with the re s u l t that the strange proportions 
of the creature are not so noticeable. The use of two d i s t i n c t types of 
curve shape at J e l l i n g , and another important v a r i a t i o n on one of the 
types, has the effect of drawing attention to the fact that the animal's 
head and legs are rather small f o r the size of the body. 
Thus, as far as the motif of the standing quadruped i s concerned, an 
analysis of the curvature on these three monuments supports the thesis 
that they belong to three d i f f e r e n t s t y l i s t i c categories. However, since 
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so much of the English material i s decorated with the ribbon beast motif, 
i t i s also necessary to demonstrate that curvature analysis can also be 
employed to d i f f e r e n t i a t e between Ringefike and Urnes style ribbon beasts. 
In the case of the ribbon-beast, a d i s t i n c t i o n must be drawn between 
the true ribbon beast, and the inte r t w i n i n g t e n d r i l , which may have an 
animal head. Many of the Swedish runestones, such as that from Stav, 
Roslagskulle, Uppland (pi.38b) are decorated with a ribbon beast, which 
i s intertwined with a t e n d r i l of zoomorphic character. Ribbon beasts 
on runestones do not lend themselves to curvature analysis so easily, 
because t h e i r shape.is influenced by t h e i r function. At Roslagskulle, 
for instance, the body of the ribbon beast follows the shape of the stone 
to provide a frame fo r the ornament, and i s sim p l i f i e d to allow the carver 
to insert a runic i n s c r i p t i o n more easily i n t o the body of the creature. 
Although runic i n s c r i p t i o n s on many other stones are contained w i t h i n 
animal bodies which loop and intertwine, s i m p l i c i t y must have been a 
consideration on the part of the carver, not only so that his work was 
made easier, but also so that the i n s c r i p t i o n was easily l e g i b l e . The 
length of the i n s c r i p t i o n may also have played a part i n determining the 
length of the ribbon beast's body. 
The ribbon beasts on Urnes stave church once again provide a suitable 
example for analysis. There are two basic.types of ribbon beasts at 
Urnes: those which loop with themselves, and those which do not ( f i g . A . i i - i i i ) . 
The curvature of the second type i s very close to the curvature of the 
standing quadruped, as can be seen when a l l the lines are juxtaposed i n a 
drawing. . However, i t i s even more uniform i n i t s curvature 
than the.quadruped. For example, the head i s viewed from above, and 
consequently, does not pose the same anomalies i n the curvature scheme, 
as does the head of the quadruped. Without exception, a l l the curves on 
t h i s type of ribbon beast manifest a continuously large radius, which 
results i n the elongated proportions of the creature. The radius does 
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change, but i t does so very gently, and never, to any great degree, and 
t h i s produces the effect that the animal i s subtly moving, and gives to 
the creature i t s elegant appearance. 
The ribbon beasts with looping bodies occur p a r t i c u l a r l y on the 
door, and on the two planks i n the north w a l l . Fuglesang writes that 
Urnes ornament lines "form a pattern of fluent curves, and almost geo-
metric, frequently c i r c u l a r , loops". 1 2 The c i r c u l a r loop would seem to 
be at variance with the drawn out, gentle curves that t y p i f i e d the 
lines of the standing quadruped. However, the same principles are at 
work i n the treatment of the loops. The radius of the curve i s a 
large one i n every case, which results i n the "wide loops" 1 3 to which 
Fuglesang refers. The loops are rare l y completely c i r c u l a r , but the 
radius changes so gradually that the loops take on t h e i r "almost geo-
metric" appearance. The lines of the loops are regularly broken, 
either by crossing themselves, or where they are crossed by other loops. 
"Interpenetrating loops"11* are another basic characteristic of the s t y l e , 
as Fuglesang maintains. Since the loops are always wide, and the r a d i i 
of the curves are consistently large, and the interpenetrating loops are 
regularly balanced, although never symmetrical, the impression of the 
fluency of the curves i s not affected by these interruptions to the 
ornament l i n e s . As a consequence of the wide loops and the large r a d i i , 
the body adopts the same elongated proportions that were present on the 
quadruped. The repeated use of similar curve shapes, and the complete 
absence of straight sections of ornament l i n e , gives the ribbon beast i t s 
highly uniform and elegant appearance. 
The inte r t w i n i n g t e n d r i l s at Urnes work on exactly the same p r i n c i -
ples as the ribbon beasts, and indeed, repeat the same curve shapes. 
The ribbons are considerably thinner than the bodies of the ribbon beasts, 
and the actual size of the loops i s proportionately smaller. However, 
they remain wide, and are formed of gentle curves of large radius. The 
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uniformity of the design, which i s carried through a l l the motifs, 
r e f l e c t s the high a r t i s t i c achievement of the Urnes carvings as a whole. 
However, the intertwining t e n d r i l i s often employed i n a less controlled 
fashion on other monuments. This tendency can be found on many of the 
later runestones, such as the example already quoted from Roslagskulle 
(pi.38b). The reasons for the changing role of the int e r t w i n i n g ten-
d r i l s are several. Their changing function can be seen on many of the 
runestones, where they adopt the role of a "space f i l l e r " , or take on an 
independent l i f e from the main design, or emphasise the contrast between 
the broad and t h i n l i n e s , by forming d i f f e r e n t patterns from those of 
the broader ribbon beast's c o i l i n g body. In t h i s case, the design 
loses some of i t s controlled uniformity, although, as on the Roslagskulle 
stone, the d e f i n i t i o n of the pattern as being one of "f l u e n t curves, and 
almost geometric frequently c i r c u l a r , loops" remains applicable. I n the 
case of those examples amongst the English material, which demonstrate 
lesser workmanship, such as the Wisbech mount (Cat.No. 9 ) (see pJ.29), 
the role of the intertwining t e n d r i l may be misunderstood; and i n works 
of a more s p e c i f i c a l l y English Urnes style nature, the changing curvature 
of the intertwining t e n d r i l indicates a change of role from i t s Scandi-
navian counterpart, (see below p.93-94). 
The Swedish vane from Kallunge, Gotland (pi.37 ) manifests a t y p i c a l 
Ringerike. style design 1 5. I t i s decorated on both sides, and included 
i n i t s range of ornament are the three types of animal motif found at 
Urnes: the standing quadruped, the ribbon beast and the inte r t w i n i n g 
t e n d r i l . One side i s ornamented with two ribbon beasts, whose bodies 
form interpenetrating loops. Numerous t e n d r i l s , many of zoomorphic 
character, are intertwined with the ribbon beasts. The two interpene-
t r a t i n g loops formed by the bodies of the ribbon beasts have a radius 
which changes gradually, but which i s smallest towards the centre of the 
body, and increases towards the ends. The heads and t a i l s provide 
32 
t e r m i n a t i o n p o i n t s f o r the loops. The c u r v a t u r e of the loops produces 
a pear shape (fig.Din.). I f one were t o imagine t h a t the f r e q u e n t l y c i r c u l a r 
loops of the Urnes s t y l e ribbon b e a s t s ' bodies were i n f a c t composed of 
two confronted curves of the s t a n d i n g quadruped type, one would f i n d , by 
imposing a l i n e down the c e n t r e of the loop, t h a t the c u r v a t u r e of e i t h e r 
s i d e corresponded e x a c t l y to the type of curve shape found on the body of 
the Urnes st a n d i n g quadruped ( f i g . D i i ) . i n the same way, i f one. imposes a 
l i n e down the c e n t r e of a pear-shape, one f i n d s t h a t each s i d e c o n s i s t s 
o f a hooked l i n e , which was the most f r e q u e n t l y encountered curve shape 
of the R i n g e r i k e s t y l e s tanding quadruped. One may say t h a t a pear shape 
i s composed of two, confronted hooked l i n e s . The t e n d r i l embellishments 
found a l l over the d e s i g n are a l s o composed of hooked l i n e curve shapes. 
However, the.design l a c k s the c o n t r o l l e d u n i f o r m i t y of the Urnes 
st a v e church r i b b o n . b e a s t s and i n t e r t w i n i n g t e n d r i l s p a t t e r n s . The r a d i i 
of the curves of the i n t e r t w i n i n g t e n d r i l s a r e c o n s t a n t l y changing. The 
ornament l i n e s change d i r e c t i o n i n an u n p r e d i c t a b l e f a s h i o n , and conse-
quently, the . r a d i i of the curves v a r y from being extremely s m a l l , i n which 
c a s e , s m a l l , t i g h t loops are produced, to being extremely l a r g e , when the 
ornament l i n e e v e n t u a l l y becomes s t r a i g h t f o r a s h o r t s e c t i o n of i t s course, 
the i n t e r t w i n i n g t e n d r i l ornament r e a c h e s i n t o e v e r y corner of the space 
a v a i l a b l e , b y making use of any type of curve shape which f u l f i l l s the 
requirements of the space to be f i l l e d . The l a c k of c o n t r o l over the 
c u r v a t u r e of the t e n d r i l s produces the d i s o r d e r l y e f f e c t of the design. 
Thus, i t i s p o s s i b l e to apply c u r v a t u r e a n a l y s i s to the m o t i f s of the 
ribbon b e a s t and the i n t e r t w i n i n g t e n d r i l i n R i n g e r i k e and Urnes s t y l e 
d e s i g n s . I n some ways, the r e s u l t s are l e s s s a t i s f a c t o r y than they were 
from the a n a l y s e s of the c u r v a t u r e of the standing quadrupeds; and i t i s 
t r u e to say, t h a t Dr. Fuglesang's approach i s p a r t i c u l a r l y r e l e v a n t to 
the study of the p a t t e r n s formed by the c o i l i n g bodies of ribbon b e a s t s 
and i n t e r t w i n i n g t e n d r i l s 1 . 6 . Nonetheless, c u r v a t u r e a n a l y s i s can c o r r o -
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b o r a t e , and i n c r e a s e , the evidence f o r the a t t r i b u t i o n of an o b j e c t to 
a c e r t a i n s t y l e group; and i t can l e a d t o the e x t r a c t i o n of a d d i t i o n a l 
i n f o r m a t i o n . For example, the c u r v a t u r e of the i n t e r t w i n i n g t e n d r i l s 
on the Kallunge vane i n d i c a t e s c l e a r l y t h a t the a r t i s t was concerned 
to f i l l a l l the space a v a i l a b l e t o him, a t the expense of a balanced 
and c o n t r o l l e d d e s i g n . 
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THE COMBAT MOTIF 
I t has o f t e n been s t a t e d t h a t the combat mo t i f i s a c h a r a c t e r i s t i c 
f e a t u r e of the Urnes s t y l e 1 7 . At Urnes i t s e l f , the element of combat 
i s p o r t r a y e d w i t h c l a r i t y , and each animal, of whatever type, b i t e s i t s 
neighbour. However, the term "combat m o t i f " i s an anomalous one. The 
combat.motif i s not p e c u l i a r t o the Urnes s t y l e . On the J e l l i n g stone, 
f o r i n s t a n c e , the standing quadruped seems to be engaged i n combat w i t h 
a ribbon b e a s t 1 8 , but i n t h i s c a s e , they do not a c t u a l l y b i t e each o t h e r ' s 
bodies ( p i . 3 5 ) . I t may be then, t h a t the combat motif i n an Urnes s t y l e 
d e s i g n a c t u a l l y i n v o l v e S r e a c h animal b i t i n g i t s neighbour. 
Perhaps, the term "combat m o t i f " i s wrongly a p p l i e d to the ornament of the 
J e l l i n g * stone, s i n c e the essence of the desig n i s t h a t two animals are 
i n t e r t w i n e d i n an unknown r e l a t i o n s h i p . The standing quadruped on the 
J e l l i n g stone i s f r e q u e n t l y c a l l e d a " l i o n " 1 9 , and the ribbon b e a s t most 
approximates a s n a k e 2 0 , and i t i s the i d e n t i f i c a t i o n of the animals as 
p a r t of the r e a l animal kingdom, t h a t l e a d s to the assumption t h a t they 
are engaged i n combat 2 1 . On other o b j e c t s , where the animal ornament 
i s too s t y l i s e d to a l l o w any r e c o g n i t i o n of a s p e c i f i c animal type, one 
f r e q u e n t l y f i n d s i n t e r t w i n e d animals, but r a r e l y concludes t h a t they are 
engaged i n combat 2 2 . 
On many Urnes s t y l e o b j e c t s , the animals b i t e t h e i r own bodies, which 
r e n d e r s the term "combat .motif" i n a c c u r a t e . I f i t i s to remain a u s e f u l 
term, then i t must be understood t h a t the a c t u a l a c t of b i t i n g being p e r -
formed by an animal i s a l l t h a t i s meant by "combat m o t i f " , and t h a t t h e r e 
are not n e c e s s a r i l y two or more c r e a t u r e s i n v o l v e d . I t i s p o s s i b l e t h a t 
the a g g r e s s i v e nature of the motif i n Urnes s t y l e d e s i g n s i n d i c a t e s t h a t 
by t h i s p e r i o d , the combat motif had f u l l y developed from i t s ambiguous 
beginnings on such monuments as the J e l l i n g stone. However, the combat 
motif i n i t s f u l l y developed sense f r e q u e n t l y occurs i n a r t of a much 
e a r l i e r p e r i o d . I n S c a n d i n a v i a , v e r s i o n s of i t are found i n M i g r a t i o n 
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P e r i o d Art ; and i n England and I r e l a n d , i t f r e q u e n t l y occurs i n 
manuscript i l l u m i n a t i o n , i n c l u d i n g the L i n d i s f a r n e gospels and the 
Book of K e l l s . I n both of the l a t t e r c a s e s , i t i s an unequivocal 
r e n d e r i n g of the motif; i t i s because the combat motif i s not a 
common f e a t u r e of the preceding R i n g e r i k e s t y l e , nor of other a r t 
contemporary to the Urnes s t y l e , t h a t our a t t e n t i o n i s drawn to i t 
so s p e c i f i c a l l y on Urnes s t y l e o b j e c t s . 
The combat motif i s a s s o c i a t e d w i t h the concept of the f i g h t 
between good and e v i l 2 5 . The s n a k e - l i k e ribbon b e a s t may be taken 
t o r e p r e s e n t Satan , which i m p l i e s t h a t the l a r g e r animal r e p r e s e n t s 
God or C h r i s t . Such a n a l o g i e s are supported by the f a c t t h a t the 
Urnes s t y l e appeared during S c a n d i n a v i a ' s f i r s t f u l l y C h r i s t i a n p e r i o d . 
The suggestion i s t h a t the "Urnes s t y l e was the l a s t to b u i l d upon 
t r a d i t i o n s from heathen days. But i t became f i l l e d w i t h a new s p i r i t , 
became the b e a r e r of a new symbolism" 2 7 . However, the a s s o c i a t i o n of 
the combat mo t i f w i t h C h r i s t i a n symbolism i s dubious, e s p e c i a l l y s i n c e 
v e r s i o n s of the motif occur c o n s i d e r a b l y e a r l i e r than the Urnes s t y l e , 
and are present., i n v a r i o u s forms, throughout V i k i n g age ornament. 
Many o b j e c t s w i t h Urnes s t y l e ornament, such as the Scandinavian open-
work animal brooches, probably f u l f i l l e d a p u r e l y s e c u l a r f u n c t i o n , as 
d i d the r e c e n t l y d i s c o v e r e d E n g l i s h Urnes s t y l e mount from L i n c o l n 
(cat.No.7), which bears a f i n e example of the combat m o t i f . 
F i n a l l y , many i n d i s p u t a b l y Urnes s t y l e o b j e c t s , such as the 
Horning plank ( p i . 5 9 a ) do not have the combat motif amongst t h e i r 
ornament. The combat motif i s , t h u s , a f e a t u r e of Urnes s t y l e ornament, 
but i t i s not c h a r a c t e r i s t i c of the s t y l e as a whole. The b i t i n g a c t 
i s not d e p i c t e d i n an e n e r g e t i c , symbolic manner; i n s t e a d , i t i s a 
means by which the animals i n a d e s i g n are l i n k e d t o g e t h e r , thus c o n t r i -
b u t ing towards the f l u e n c y of the design by m i n i m i s i n g the number of 
t e r m i n a t i o n p o i n t s i n e v i t a b l e when a design i s composed of s e v e r a l c r e a t u r e s . 
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VEGETAL AND OTHER MOTIFS 
The Urnes s t a v e church c a r v i n g s c o n t a i n no v e g e t a l m o t i f s , w i t h 
the exception of the t r i l o b a t e l e a f ornament, which i s found at the 
te r m i n a t i o n s of the t a i l s . T h i s i s i n d i c a t i v e of the tendency of 
a l l Urnes s t y l e ornament to be almost completely zoomorphic. The 
t r i l o b a t e l e a f ornament adopts a v e r y minor r o l e a t Urnes, as do 
v e g e t a l m o t i f s i n any Urnes s t y l e d e s i g n . When v e g e t a l m o t i f s occur, 
they tend to comply, as f a r as p o s s i b l e , w i t h the manner of the orna-
ment l i n e s t h a t form the zoomorphic ornament. F o r example, on the 
V r e t a S l a b 2 8 , there i s a s c r o l l w i t h o f f s h o o t i n g t e n d r i l s , which 
g e n t l y s w e l l and taper as d i d the bodies of the Urnes animals; and 
broad and t h i n l i n e s a r e juxtaposed w i t h each o t h e r , and w i t h the 
p l a i n background. 
Some, of the R i n g e r i k e s t y l e v e g e t a l m o t i f s are re-employed i n 
Urnes s t y l e d e s i g n s , p a r t i c u l a r l y on the runestones. For i n s t a n c e , 
the union knot w i t h o f f s h o o t i n g bud or l e a f p a l m e t t e 2 9 i s commonly 
used to bind together the ends of r u n i c animals, f o r which i t adopts 
a more f u n c t i o n a l , than d e c o r a t i v e , r o l e . The l e a f palmette and 
union knot m o t i f s take d i f f e r e n t forms on d i f f e r e n t o b j e c t s . F or 
example, i n the ornamentation of the G o t l a n d i c L i l l a V a l l a bowl ( p i . 5 0 ) 
the lobe of the palmette i s p o i n t e d , and a pearshaped lobe i s a l s o 
appended below the union knot. On the R o s l a g s k u l l e stone (p 1.38b ) 
the two o f f s h o o t i n g elements which f l a n k the l e a f p almette, are composed 
of a pearshaped lobe w i t h an elongated t e n d r i l , which t e r m i n a t e s i n a 
round lobe. T h i s may be an adaption of the a l t e r n a t i n g t e n d r i l and 
lobe motif common t o the R i n g e r i k e s t y l e , and found on the Heggen v a n e 3 0 
and the I c e l a n d i c F l a t a t u n g a p a n e l s 3 1 , although on other r u n e s t o n e s , the 
motif bears l e s s resemblance to R i n g e r i k e s t y l e examples. 
The l e a f palmette, the union knot, the pearshaped lobe and the 
elongated t e n d r i l are the major v e g e t a l m o t i f s re-employed, but they are 
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a l l t r e a t e d i n a more c h a r a c t e r i s t i c a l l y Urnes s t y l e manner. T h e i r 
immediate o r i g i n s a re i n the R i n g e r i k e s t y l e , but t h e r e i s much debate 
as to how they came to be i n c o r p o r a t e d i n t o R i n g e r i k e ornament. The 
l e a f palmette i s o f t e n thought to have o r i g i n a t e d from O r i e n t a l example 
w h i l e Fuglesang m a i n t a i n s t h a t the o r i g i n s of the a l t e r n a t i n g t e n d r i l 
and lobe motif has i t s o r i g i n s i n Anglo-Saxon m a n u s c r i p t s 3 3 . The 
Scandinavian v e r s i o n s of these v e g e t a l m o t i f s tend to be s t y l i s e d or 
s i m p l i f i e d i n an independent manner, which does not a l l o w a c o n c l u s i v e 
i d e n t i f i c a t i o n of the prototype. 
The ornament of the runestones commonly i n c l u d e s a c r o s s as a 
C h r i s t i a n symbol (p i . 4 6 b ) . Amongst the Upplandic runestones, about 
tw o - t h i r d s of the monuments have a c r o s s on them. Although the c r o s s 
appears i n a.great v a r i e t y of shapes, t h e r e a r e a l i m i t e d number of 
s t r u c t u r a l t y p e s , varying.from a simple L a t i n c r o s s to a St.George's 
cross 3"* . The a d d i t i o n of r i n g s or " r a y s " , e i t h e r pointed or rounded, 
forms a v a r i e t y of sub-types. When the " r a y s " are rounded, as on the 
J a r l e b a n k e stone a t V a l l e n t u n a , Uppland ( p i . 4 1 a ) they appear as pear-
shaped lobes emanating from between the arms of the c r o s s . 
Thus, v e g e t a l and other m o t i f s are subordinated to the zoomorphic 
m o t i f s , which a r e c h a r a c t e r i s t i c of the Urnes s t y l e as a whole. The 
.runestones d i s p l a y more non^zoomorphic elements amongst t h e i r ornamen-
t a t i o n than do any other group of Urnes s t y l e monuments or a r t e f a c t s , 
and i t i s the s t y l e of the runestones w i t h which the f o l l o w i n g chapter 
i s concerned. 
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CHAPTER THREE; 
THE STYLE OF THE RUNESTONES 
The runestones are a group of monuments p e c u l i a r to the l a t e 
V i k i n g p e r i o d . They seem to have f l o u r i s h e d p a r t i c u l a r l y i n the 
E a s t c e n t r a l zone of Sweden, during the e l e v e n t h century. I t has 
been customary i n the p a s t to use the term "runestone s t y l e " when 
d i s c u s s i n g l a t e V i k i n g a r t . 1 However, the term i s abandoned here, 
f o r i t i n v o l v e s too l a r g e a g e n e r a l i s a t i o n to be u s e f u l . 2 I t i s a 
m i s l e a d i n g concept, s i n c e i t i m p l i e s t h a t the runestones are a l l 
s i m i l a r l y ornamented, which i s not the c a s e . Indeed, i t i s the 
immense s t y l i s t i c v a r i e t y of the runestones, which makes them so 
remarkable. The problem i s t h a t , although the terms R i n g e r i k e and 
Urnes s t y l e are r e t a i n e d i n t h i s t h e s i s , i n r e l a t i o n t o the r u n e s t o n e s , 
they, a l s o , are too g e n e r a l , and one needs t o d i s t i n g u i s h more s p e c i -
f i c a l l y between the works of d i f f e r e n t c a r v e r s , and the s t y l i s t i c 
v a r i a t i o n s of d i f f e r e n t r e g i o n s . 
The runestones provide a unique opportunity f o r a n a l y s e s of 
e l e v e n t h century Scandinavian s o c i e t y , i n almost e v e r y f i e l d of a r c h a e -
o l o g i c a l r e s e a r c h , of which the a r t - h i s t o r i c a l study i s only one. The 
r u n i c i n s c r i p t i o n s themselves are a source of i n f o r m a t i o n of i n e s t i m a b l e 
wealth. They permit us to glimpse at many a s p e c t s of the s o c i e t y which 
produced them 3. There are r e f e r e n c e s to road and bridge b u i l d i n g , and 
to the r a i s i n g of f u n e r e a l monuments, such as U135^ " I n g e f a s t and Osten 
and Sven l e t r i s e these stones a f t e r Osten, t h e i r f a t h e r , and they made 
t h i s bridge and t h i s mound"; farms and home towns are mentioned, as on 
U932: "...they l e t r i s e t h i s stone a f t e r Svarthorde... i n Soderby"; we 
l e a r n about b u s i n e s s and i n d u s t r y , such as on the Sigtuna stone U391: 
"The F r i s i a n g u i l d b r o t h e r s (carved) these ( r u n e s ) a f t e r Albod, Slode's 
b u s i n e s s p a r t n e r . " ; and about b a t t l e s and f o r e i g n t r a v e l s , f o r example, 
on U654: "Andvatt and Kar and K i t i and B l a s e and D j a r v r a i s e d the stone 
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a f t e r Gunnlev, t h e i r f a t h e r . He was k i l l e d out i n the e a s t w i t h 
I n g v a r . . . " , or on U136: " E s t r i d l e t r i s e these stones a f t e r Osten, 
her husband, who t r a v e l l e d to J e r u s a l e m and d i e d out i n Greece." 
From the C h r i s t i a n c r o s s o f t e n i n c o r p o r a t e d i n t o the d e s i g n s on the 
stones, and from the i n s c r i p t i o n s , we a r e informed about the conver-
s i o n and a t t i t u d e s to C h r i s t i a n i t y . For example, some stones, l i k e 
U896, t e l l us about men who were converted to C h r i s t i a n i t y on t h e i r 
deathbeds: " . . . l e t r i s e the stone f o r h i s son Ond's s o u l . (He was) 
dead i n baptismal c l o t h e s i n Denmark"; w h i l e many stones r e p e a t 
f o r m u l a i c e x p r e s s i o n s such a s : "God help h i s s o u l " (U419) a t the end 
of the commemoration. We l e a r n about landowners, and the e s t a b l i s h -
ment of a court of law on stone U212: " Jarlebanke let- r i s e t h i s stone 
a f t e r h i m s e l f , w h i l e he l i v e d , and he made t h i s t h i n g p l a c e , and alone 
owned a l l of t h i s hundred.". Perhaps most important of a l l , we hear 
about f a m i l y r e l a t i o n s h i p s and i n h e r i t a n c e r i g h t s . Most stones g i v e 
a c l e a r e x p l a n a t i o n of the r e l a t i o n s h i p of the dead p e r s o n ( s ) to the 
p e r s o n ( s ) r a i s i n g the stone, which o f t e n i n v o l v e s a d d i t i o n a l d e t a i l s 
about members of the f a m i l y , as onU855: " A f t e r E s t , t h e i r son, 
A r r i f a s t and the b r o t h e r s r a i s e d i t a f t e r t h e i r b r o t h e r " , or on U489: 
"Gul l o g l e t make the bridge f o r h i s daughter G i l l o g ' s s o u l , who Ulu 
had as w i f e . " ; w h i l e on stone U862, we are t o l d t h a t "Asger and Gardar 
l e t r i s e the stone a f t e r t h e i r b rother F o r s e a l . He was Gudbjorn's h e i r . " 
I n some c a s e s , when a l l the i n s c r i p t i v e evidence of s e v e r a l s t o n es from 
the same d i s t r i c t i s assembled, a f a m i l y t r e e can be r e c o n s t r u c t e d , 
which, i n the c a s e of the s o - c a l l e d J a r l e b a n k e s t o n e s , spans s e v e r a l 
g e n e r a t i o n s (see below p.66-67). I n a d d i t i o n , we l e a r n of p e r s o n a l 
d i s t i n c t i o n s of c h a r a c t e r and c a r e e r . I n most c a s e s p e r s o n a l d i s t i n c -
t i o n s are a t t r i b u t e d to the dead person by h i s f a m i l y , as on a newly 
found stone from Uppsala C a t h e d r a l : "Ring ( ? ) and Hulte (and) F a s t g e r 
l e t ( r i s e ) the stone a f t e r Vigmar, t h e i r f a t h e r , a good s h i p ' s c a p t a i n " 5 ; 
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although, on U767, the well-known c a r v e r L i v s t e n commemorated two men, 
t h u s : " L i v s t e n carved the runes a f t e r them both, f a t h e r and son, 
capable men." O c c a s i o n a l l y , one comes a c r o s s a man who has r a i s e d a 
stone to h i m s e l f , i n order to venerate h i s own c h a r a c t e r , as on U1011: 
"Vigmund l e t r i s e the stone a f t e r h i m s e l f , the most e x c e l l e n t of men. 
God help Vigmund, the s h i p c a p t a i n ' s s o u l . Vigmund and A f r i d carved 
the memorial w h i l e he l i v e d . " 6 . 
When one can r e c o n s t r u c t a f a m i l y t r e e , as i n the case of the 
J a r l e b a n k e s t o n e s , c e n t r e d around V a l l e n t u n a , Uppland, the i m p l i c a t i o n s 
f o r d a t i n g a r e c l e a r , although the i n s c r i p t i o n s a r e never p r e c i s e about 
the dates of death, or of the r a i s i n g of the s t o n e s , and consequently 
attempting to date runestones i s always d i f f i c u l t , and normally i n v o l v e s 
hypotheses, about, f o r example, the age gap between p a r e n t s and c h i l d r e n 
(see c h . 5 ) . Sometimes, although not o f t e n , i n s c r i p t i o n s r e f e r to known 
h i s t o r i c a l events or persons, such as on U668: " S t a r k a r and Hjorvard 
r a i s e d the stone a f t e r Gere, t h e i r f a t h e r , who s a t out i n the west i n the 
T h i n g e l i d 7 " , but we are not t o l d how long i t was a f t e r Gere had been i n 
the T h i n g e l i d t h a t he d i e d . The Ingvar who was mentioned on stone U654 
i s p o s s i b l y synonomous w i t h the Ingvar of whom we hear i n I c e l a n d i c ... 
s o u r c e s 8 , i n which c a s e , he supposedly died i n 1041; but a g a i n , the e v i -
dence of the runestones i s i n c o n c l u s i v e . I n s h o r t , the i n s c r i p t i v e e v i -
dence of the runestones i s i n v a l u a b l e , but i t i s always incomplete, and 
thus p r o v i d e s p o i n t s of debate f o r s t u d e n t s i n every f i e l d of r e s e a r c h 
i n v a r i a b l y posing as [many new problems a s i t s u p p l i e s answers. 
The s t y l i s t i c evidence must always be viewed a g a i n s t the background 
of the p a l a e o g r a p h i c evidence, and not i n i s o l a t i o n . The enormous 
amount of runestone m a t e r i a l c o n t r a s t s s t a r k l y w i t h the r e l a t i v e s p a r s i t y 
of the Urnes s t y l e woodcarving and metalwork examples? 
Over f i v e thousand r u n i c i n s c r i p t i o n s a re known, mostly of the l a t e V i k i n g 
p e r i o d of which about three thousand occur i n Sweden alone, and as a 
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category of a r c h a e o l o g i c a l monuments, they only occur- jn. S c a n d i n a v i a . 
I t i s p o s s i b l e to a s c r i b e almost every runestone to e i t h e r the Ringe-
r i k e or Urnes s t y l i s t i c r u b r i c , but, i n the case of the runestones, 
t h i s i s r a r e l y an adequate d i s t i n c t i o n . The study of the work of 
i n d i v i d u a l c a r v e r s i s another important s t y l i s t i c c o n s i d e r a t i o n to be 
explored. 
The runestone monuments do not only commemorate the dead p e r s o n ( s ) 
and i m p l i c i t l y , the p e r s o n ( s ) who r a i s e d the stone i n t h e i r memory, 
they o f t e n a l s o t e l l us the name of the c a r v e r . For i n s t a n c e , the 
i n s c r i p t i o n on U859 concludes w i t h the words: "Asmund carved the r u n e s " . 
I n Uppland, about two hundred stones are signed by t h e i r c a r v e r s . The 
men who put t h e i r s i g n a t u r e s to t h e i r work were presumably r e s p o n s i b l e 
f o r both the w r i t i n g of the i n s c r i p t i o n , and f o r the c a r v i n g of the 
ornamentation, although t h i s i s not always n e c e s s a r i l y so. I n some 
c a s e s , the i n s c r i p t i o n s inform us t h a t a well-known c a r v e r merely 
ad v i s e d on the r u n e s , w h i l e the s t y l e of ornamentation r e v e a l s t h a t the 
work i s c l e a r l y t h a t of an amateur. Such i s the case w i t h stones U896 
and U940. Both of them i n c l u d e the words: "Opir a d v i s e d on the r u n e s " , 
but c l e a r l y , on n e i t h e r of them i s the work O p i r ' s . 
Opir was a p r o l i f i c c a r v e r , who has signed s e v e r a l stones i n Upp-
l a n d 1 0 . When t h e r e are s e v e r a l e x t a n t examples of any one c a r v e r ' s work 
i t i s p o s s i b l e to r e c o g n i s e d i s t i n g u i s h i n g c h a r a c t e r i s t i c s of h i s s t y l e . 
For i n s t a n c e , Opir p r e f e r s to use a dominant f i g u r e - o f - e i g h t shaped 
p a t t e r n i n h i s designs (pi.39b).. On many s t o n e s , he a l s o d e p i c t s a mass 
of t h i n i n t e r t w i n i n g snakes, whose bodies form no a p p r e c i a b l e loop 
p a t t e r n s , but merely t a n g l e w i t h each o t h e r , and the main c r e a t u r e ( s ) 
( p i . 3 9 a ) . Other c a r v e r s are d i s t i n g u i s h e d by t h e i r c o n s i s t e n t use of a 
p a r t i c u l a r motif; f o r example, Asmund 1s c r o s s type, w i t h rounded r a y s 
between the arms, i s one of h i s d i s t i n c t i v e c h a r a c t e r i s t i c s 1 1 . When the 
d i s t i n g u i s h i n g c h a r a c t e r i s t i c s of a c a r v e r ' s work then occur on an un-
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signed stone, one may. deduce t h a t i t i s the work of the same c a r v e r . 
Having c o l l e c t e d together a group of runestones, which are a p p a r e n t l y 
a l l the work of one man, we can t r y t o d e f i n e , t y p o l o g i c a l l y , which a r e 
the e a r l i e s t c a r v i n g s and which a r e the l a t e r . For example, i n the 
case of Opir, one might argue t h a t the stones w i t h the s i m p l e s t f i g u r e -
o f - e i g h t designs are h i s e a r l i e s t attempts ( p i . 3 9 a ) . During h i s 
middle p e r i o d , h i s a r t a c h i e v e s a s o p h i s t i c a t i o n , t h a t was p r e v i o u s l y 
absent, although the design remains a simple and f l u e n t Urnes s t y l e 
r e n d e r i n g of the f i g u r e - o f - e i g h t p a t t e r n ( p i . 3 9 b ) . I t would then seem 
t h a t the Opir c a r v i n g s , which a r e c h a r a c t e r i s e d by the narrow, i n t e r -
t w i n i n g snake forms, are h i s l a t e s t works ( p i . 3 9 c ) . Y e t , every c a r v i n g 
of O p i r ' s i s decorated i n . t h e Urnes s t y l e as we understand i t from an 
a n a l y s i s of Urnes stave church. 
Stones of the h y p o t h e t i c a l l y named "middle p e r i o d " are p o s s i b l y 
the most c l a s s i c r e p r e s e n t a t i o n s of the s t y l e . U489, from Morby, 
Lagga (pi.39b) f o r example, now i n Uppsala, i s ornamented w i t h a r i b b o n 
b e a s t , whose body loops i n a f i g u r e of e i g h t p a t t e r n . The animal has a 
long, s l e n d e r neck, w i t h a c h a r a c t e r i s t i c Urnes s t y l e head thrown back, 
as i f r e a c h i n g f o r . t h e t a i l of the uppermost of the two f i l i f o r m snakes. 
From a simple f r o n t h i p , emerges a s t u r d y f r o n t l e g , w i t h a c h a r a c t e r i -
s t i c bend a t the knee j o i n t , and t e r m i n a t i n g i n a f o o t w i t h two long 
t o e s . The ornament l i n e s of the body a r e f l u e n t and u n i n t e r r u p t e d . 
The body g e n t l y t a p e r s and s w e l l s , and i s formed of c u r v e s of l a r g e 
r a d i u s . The f r o n t h a l f of the c r e a t u r e i s u p r i g h t and e l e g a n t , and the 
r u n i c i n s c r i p t i o n , which would have d e t r a c t e d from the elegance, i s not 
i n s e r t e d i n t o the body, u n t i l the body f o l l o w s the l i n e of the edge of 
the stone and forms the dominant, f i g u r e - o f - e i g h t theme. The c r e a t u r e 
terminates i n a back l e g , ending i n the u s u a l , two-toed f o o t . Only two 
f i l i f o r m snakes are p r e s e n t . The uppermost one has an almost f u l l y 
e volved, Urnes s t y l e head; w h i l e the lowermost one i s a v e r y s i m p l i f i e d 
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v e r s i o n of a zoomorphic element. T h e i r t h i n bodies form open loops, 
as they i n t e r t w i n e w i t h the main animal. I n s h o r t , the desig n of 
U489 agrees f u l l y w i t h the d e f i n i t i o n s of the Urnes s t y l e a r r i v e d a t 
by an a n a l y s i s of Urnes stave church. The only a d d i t i o n a l ornamental 
element i s the c r o s s , which, i n t h i s c a s e , i s Opir's t y p i c a l c h o i c e of 
c r o s s form, a sim p l e , equal armed v a r i e t y of the St.George c r o s s . 
Thus, i t may be p o s s i b l e to f o l l o w the t y p o l o g i c a l development 
through a s i n g l e c a r v e r ' s c a r e e r , p a r t i c u l a r l y i f the r e s u l t s of the 
s t y l i s t i c evidence can be supported by any c l u e s i n the content of the 
i n s c r i p t i o n s . I t i s a l s o p o s s i b l e t o look a t the Upplandic runestone 
m a t e r i a l as a group, and to study the t y p o l o g i c a l evidence w i t h i n the 
group. I n Uppland, t h e r e a r e th r e e b a s i c types r e c o g n i s a b l e 1 3 ( p i . 4 0 ) . 
I n type A, the t e x t band i s composed of one rune animal, whose 
head and t a i l a r e juxtaposed, and whose body f o l l o w s the contours of 
the stone, and forms an a r c h . Subgroups of type A are formed, a c c o r d i n g 
to whether the rune-animal's head and t a i l d i v e r g e , or c r o s s , or diverge 
and then c r o s s . . When c r o s s e d , the heads and t a i l s form p a t t e r n s , which 
can then be f u r t h e r broken down i n t o subgroups. About t w o - t h i r d s of 
the Upplandic monuments f i t i n t o one or other of the groups of type A 
stones. The c a r v e r F o t makes use of type A q u i t e f r e q u e n t l y , although 
not e x c l u s i v e l y . He was probably r e s p o n s i b l e f o r some of the J a r l e b a n k e 
stones of the type A group, such as U165 ( p i . 4 4 a ) . No c o n t r a s t i n l i n e 
widths i s p r e s e n t on t h i s stone, as only one animal i s d e p i c t e d . How-
eve r , many a s p e c t s of the Urnes s t y l e a r e apparent, such as the animal 
head, the f l u e n t , unbroken ornament l i n e s , the curves of l a r g e r a d i u s , 
the t a p e r i n g body towards the t a i l , and the p l a i n background. 
Type B d i f f e r s s t r u c t u r a l l y from type A i n t h a t the t e x t band i s 
composed of two rune animals, although, s t y l i s t i c a l l y , the two types 
are s i m i l a r . The two animals may be ju x t a p o s e d head to head, or t a i l 
t o head, or may c r o s s each other a t one, both, or n e i t h e r of th e s e 
j u n c t u r e s . Rune animals of type B make up 12 per cent, of the Upplandic 
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corpus. Most of the J a r l e b a n k e s t o n e s , such as U212 (pL4J.a) which 
i s a l s o probably the work of F o t , have a type B - l d e s i g n on them. 
Again, the work i s . undoubtedly an Urnes s t y l e c a r v i n g , although the 
j u x t a p o s i t i o n of two d i f f e r e n t l i n e widths i s not an a s p e c t of the 
design. U860 i s carved by Asmund, and i s a l s o of type B - l , but i n 
t h i s c a s e , a f i l i f o r m element i s p r e s e n t . However, the stone a l s o 
has three standing quadrupeds d e p i c t e d on i t , of which two are a t y p i c a l 
Urnes s t y l e c r e a t u r e s . Asmund has a l s o made use of type B-2 d e s i g n s , 
such as on stone L1049. B a l l e , who i s o f t e n c o n s i d e r e d to have been a 
p u p i l of L i v s t e n , o f t e n makes use of the type B-3 d e s i g n , as on U690. 
Type C abandons the a r c h as the fundamental s t r u c t u r a l element, and 
adopts, i n s t e a d , the f i g u r e - o f - e i g h t shape. Type C i s l i a b l e to f a r 
more v a r i a t i o n than types A and B, and occurs i n many d i f f e r e n t forms, 
acco r d i n g to the number, p o s i t i o n , and r e l a t i v e s i z e of the f i g u r e 
e i g h t s . Type C occurs on about 15 per c e n t , of the Upplandic m a t e r i a l , 
and . a l l the evidence p o i n t s to i t being a - g e n e r a l l y l a t e r type, from the 
l a t t e r h a l f of the e l e v e n t h century. As we have seen, O p i r , p a r t i c u -
l a r l y , f a v o u r s the type C d e s i g n , f o r example on stones U489, U279 and 
on a new f i n d from Uppsala C a t h e d r a l 1 * . 
About 90 per cent, of -the Upplandic runestones f i t i n t o the above 
t y p o l o g i c a l s e r i e s . The other ten per cent, tend to be s t y l i s t i c 
o d d i t i e s , such.as the stones which Von F r i e s e n c a l l s "unornamented" 1 5 . 
These are not zoomorphic, but a r e composed of a t e x t band t h a t runs up 
and down along the contours of the stone, forming rounded a r c h e s at top 
and bottom. U617 i s an example of t h i s type ( p i . 4 2 b ) . Another 
v a r i a n t i s composed of a non-zoomorphic, c l o s e d t e x t band, which forms 
a frame i n s i d e which appears zoomorphic ornamentation. B a l l e and 
Tidkume make use of t h i s s t y l e , a s , f o r i n s t a n c e , on stones U692 and U716, 
which are s t i l l undoubtedly a t t r i b u t a b l e to the Urnes s t y l e . Only a 
v e r y few stones defy c l a s s i f i c a t i o n i n any of the above groups. One 
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such i s (pl.44b) U186, which C h r i s t i a n s s o n would c a l l "South S c a n d i -
n a v i a n " s t y l e 1 6 . 
I n p a s t s t u d i e s , Moe and Wilson have drawn up t a b l e s i n which 
they have a b s t r a c t e d the heads of s e v e r a l runestone animals i n order 
to support s t y l i s t i c t h e o r i e s ( p i . 45 ) . Moe b e l i e v e s t h a t the 
runestones may be dated p a l a e o g r a p h i c a l l y 1 7 . He sees an i n i t i a l 
phase dominated by Asmund K a r e s s o n , a c l a s s i c a l phase dominated by 
Fot and B a l l e , and a l a t e phase dominated by Opir. He produces a 
diagram showing animal heads carved by Asmuhd, F o t , and Opir i n order 
to demonstrate a t y p o l o g i c a l development, which would support the 
a l l e g e d p a l a e o g r a p h i c evidence. Wilson's diagram of Swedish runestone 
animal heads i s aimed a t showing the development towards the Urnes s t y l e . 
The i n t e r e s t i n g f a c t i s t h a t , c o n s i d e r i n g the enormous amount of rune-
stone m a t e r i a l from Uppland, only the f i n a l head i n h i s diagram, the 
f u l l y developed Urnes s t y l e head, comes from Uppland. T h i s would seem 
to support C h r i s t i a n s s o n 1 s i d e a , d i s c u s s e d more f u l l y below, (pp.50-51) 
t h a t we are not d e a l i n g with a n e c e s s a r i l y t y p o l o g i c a l or c h r o n o l o g i c a l 
development from the R i n g e r i k e to the Urnes s t y l e s , but r a t h e r , w i t h 
more or l e s s contemporary, r e g i o n a l p r e f e r e n c e s of s t y l e type. The 
p o i n t i s t h a t i t i s not v a l i d to approach s t y l i s t i c problems i n t h i s 
way. The runestone m a t e r i a l i s so v a r i e d , t h a t one can support almost 
any theory by simply s e l e c t i n g the r i g h t heads. As we saw from an 
a n a l y s i s of the Urnes stave church, i t i s the whole desi g n which makes 
up the Urnes s t y l e on any one p i e c e , and to a b s t r a c t ornamental d e t a i l s 
i s not a r e l e v a n t approach. Moe has a b s t r a c t e d two heads from Asmund 1s 
work, which b e s t support h i s theory, but which d i s r e g a r d the i n d i v i d u a l i t y , 
and the v a r i e t y i n Asmund 1s work as a whole. Thompson has drawn up a 
diagram ( p i . 46a ) i n which a l l of Asmund's known animal heads are r e p r o -
duced. T h i s c l e a r l y demonstrates the problems r e f e r r e d to above. 
Admittedly, t h e r e are no R i n g e r i k e s t y l e heads - Asmund was, a f t e r a l l , 
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e x c l u s i v e l y an Upplandic c a r v e r - but U847 resembles Moe's example 
of Fot and the c l a s s i c a l p e r i o d , U859 i s as elongated as Moe's 
example of an Opir head, and U981 as degenerate as Moe's second 
example of O p i r ' s s t y l e , and so on. One must be c a r e f u l not to be 
too s e l e c t i v e of evidence, but to t r y t o view e v e r y t h i n g i n terms 
of the whole. 
A l l the c a r v e r s mentioned by name above were presumably 
p r o f e s s i o n a l men. I t seems l i k e l y t h a t t h e i r s o c i a l s t a t u s was 
f a i r l y high, and they tended to work f o r wealthy p a t r o n s , such as 
Jarle.banke. The c o m p i l a t i o n of maps showing, the l o c a t i o n s of stones 
carved by well-known a r t i s t s can r e v e a l the a r e a s where they worked, 
the s o r t of d i s t a n c e s t h a t they t r a v e l l e d , and the f a m i l i e s they worked 
f o r . However, not a l l the runestones are the work of p r o f e s s i o n a l and 
experienced craftsmen. I n some c a s e s , as on U896 ( p i . 4 3 a ) the work i s 
c l e a r l y t h a t of an amateur, although a p r o f e s s i o n a l c a r v e r , i n t h i s 
case O p i r , " a d v i s e d on the runes". I n other i n s t a n c e s , such as on 
another new f i n d from Uppsala C a t h e d r a l 1 8 , a l e s s competent c a r v e r has 
signed h i s work. The new stone from Uppsala (pi.43b) i s signed by 
L i k b j o r n , who a l s o carved and signed U1095. The c a r v i n g i s s h a k i l y 
executed, and the p a t t e r n i s unorganised, composed of a s e r i e s of long, 
open loops, which are not p l e a s i n g to the eye. However, once a g a i n , 
i t s a t t r i b u t i o n to the Urnes s t y l e i s undoubted. As the new f i n d s of 
wood and bone from Trondheim demonstrate, (below p.61-62) the Urries s t y l e 
was not n e c e s s a r i l y the province of the r i c h , and a r t i s t i c a l l y t a l e n t e d 
people. I t appealed, too, to people who could not a f f o r d to h i r e 
L i v s t e n or Opir, or who p r e f e r r e d to employ a l o c a l man, or a f r i e n d , 
or who wished to carve the monument themselves, r e g a r d l e s s of the f a c t 
t h a t the r e s u l t s were u s u a l l y l e s s i m p r e s s i v e . U1165 i s the only known 
example of E r i k ' s . w o r k . He has used a simple, standard, type-A-1 
design, which he has executed r e a s o n a b l y competently, although the head, 
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which i s always the p a r t of a type A d e s i g n r e q u i r i n g the most s k i l l , 
i s an o v e r - s i m p l i f i e d v e r s i o n of the animal head viewed from above. 
However, f o r some unknown reason, he has w r i t t e n h i s own name i n a 
complicated code, which makes use of the three groups of l e t t e r s i n 
the younger f u t h a r k 1 9 . He was p o s s i b l y aware of the a r t i s t i c l i m i t a -
t i o n s of h i s work. A man c a l l e d T o r b j o r n carved s e v e r a l stones i n 
and around Sigtuna, and probably l i v e d i n Sigtuna. He carved stones 
U379 and U391, both of which are r a i s e d by the F r i s i a n g u i l d b r o t h e r s 2 0 
to the memory of one of t h e i r g u i l d b r o t h e r s . I t seems l i k e l y t h a t 
such an o r g a n i s a t i o n would have p r e f e r r e d t o ask one of i t s members 
to carve t h e i r commemorative monuments. T o r b j o r n 2 1 was o b v i o u s l y a 
p a i n s t a k i n g man r a t h e r than a t r a i n e d rune master, and h i s work i s 
t h a t of an amateur. His c a r v i n g s emphasise the C h r i s t i a n c h a r a c t e r 
of the monument, by the prominence given to the c r o s s , and by h i s 
choice of e x p r e s s i o n i n the i n s c r i p t i o n s , such as "The holy C h r i s t 
help h i s soul"-, on U391. On the same stone, T o r b j o r n has omitted a 
l e t t e r from h i s own name - the e q u i v a l e n t of a s p e l l i n g m i s t a k e . The 
a t t r i b u t i o n of T o r b j o r n ' s works to the Umes s t y l e i s a dubious one, 
and of l i t t l e v a l u e . Nonetheless, the evidence i s t h a t he was working 
i n the t h i r d q u a r t e r of the e l e v e n t h c e n t u r y 2 2 , and he was o b v i o u s l y , a t 
l e a s t s u b c o n s c i o u s l y , aware of the s t y l i s t i c t r a d i t i o n of the p e r i o d . 
Although the study of the Upplandic runestone m a t e r i a l i s p a r t i c u -
l a r l y rewarding, runestones occur a l l over S c a n d i n a v i a , as has a l r e a d y 
been s t a t e d . The G o t l a n d i c m a t e r i a l i s carved on shaped s t o n e s , u n l i k e 
the stones from the Swedish mainland. The "mushroom" shapes of the 
e a r l i e r G o t l a n d i c p i c t u r e s t o n e s 2 3 are r e t a i n e d when the Urnes s t y l e 
runestone ornament becomes f a s h i o n a b l e i n the e l e v e n t h c e n t u r y . The 
example known as Ardre I I I ( p l , 3 8 a ) i s c u s t o m a r i l y used to i l l u s t r a t e 
the t r a n s i t i o n a l stage between the R i n g e r i k e and Urnes s t y l e s 2 * * . The 
i n s c r i p t i o n i s contained w i t h i n a non-zoomorphic frame band, as i t was 
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on s e v e r a l Upplandic s t o n e s , Within the t e x t band i s a zoomorphic 
des i g n , which i s an a t y p i c a l example of the Urnes s t y l e . To begin 
w i t h , i t i s almost symmetrical, and the o u t l i n e s of the bodies of the 
two c r e a t u r e s are followed by a s e r i e s of punched dot s . N e v e r t h e l e s s , 
the design i s composed of two d i f f e r e n t l i n e widths which j u x t a p o s e 
w i t h a p l a i n background, and the ornament l i n e s form f i g u r e - o f - e i g h t 
loop schemes. The loops a r e open, and l i n e s tend to c o n s i s t of c urves 
of l a r g e r a d i u s . Towards the c r e a t u r e s ' t a i l s , the bodies g e n t l y t a p e r . 
The l a r g e , pear-shaped lobe a t the c e n t r e top of the stone i s formed of 
t h i n l i n e w i d t h s , which form open loops round the necks of the c r e a t u r e s 
and between them. Indeed, i t s adjustment i n t o Urnes s t y l e r e p e r t o i r e 
i s f a i r l y c o n c l u s i v e . The animal heads are r a t h e r s h o r t e r than i s u s u a l 
i n the Urnes s t y l e , but they employ the normal c h a r a c t e r i s t i c s of the 
s t y l e , such as the p r o f i l e view, the s h o r t e a r , almond-shaped eye, f o l d e d 
backwards and downwards nose e x t e n s i o n , and so on. The l i t t l e f i g u r e s 
i n the background are a t y p i c a l , but probably r e p r e s e n t the c o n t i n u i n g 
t r a d i t i o n of G o t l a n d i c p i c t o r i a l a r t 2 5 . 
I n s h o r t , the s t y l e of Ardre I I I belongs mostly to the Urnes t r a d i -
t i o n , but t h a t t h e r e are important d i f f e r e n c e s i s undoubted. The 
symmetry of the p i e c e might be taken to i n d i c a t e t h a t the stone belongs 
t o t h e - t r a n s i t i o n a l R i n gerike/Urnes s t a g e , or more a c c u r a t e l y , t h a t i t 
i s an e a r l y exponent of the Urnes s t y l e , which s t i l l r e t a i n s a f a s h i o n -
a b l e c o n s c i o u s n e s s of the R i n g e r i k e s t y l e . However, the shape of the 
stone, and the s m a l l f i g u r e s i n the background may e q u a l l y w e l l i n d i c a t e 
t h a t Ardre I I I r e p r e s e n t s a G o t l a n d i c i n t e r p r e t a t i o n of the s t y l e of the 
p e r i o d , a r e g i o n a l v a r i a t i o n t h a t may run independently of the R i n g e r i k e 
and Urnes s t y l i s t i c sequences. Some doubt may be c a s t on the l a t t e r 
theory by the occurence of other G o t l a n d i c r u n e s t o n e s , such as the Hogran 
stone (p]..42a) which r e t a i n s the d i s t i n c t i v e G o t l a n d i c "mushroom" shape, 
but which i s ornamented w i t h a s t y l e t h a t i s v e r y c l o s e l y r e l a t e d to the 
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s t y l e p r e v a l e n t on the Swedish mainland. 
The p o s s i b i l i t y of the s t y l e of the runestones depending on 
r e g i o n a l v a r i a t i o n s r a t h e r than on a c h r o n o l o g i c a l or t y p o l o g i c a l 
s t y l i s t i c sequence has been l a r g e l y e x p l o r e d by Hans C h r i s t i a n s s o n 2 6 . 
He makes use of the term "South Scandinavian s t y l e " to r e f e r t o the 
runestones of Denmark, Sklne, Vastergb'tland and Sodermanland i n Sweden, 
and R i n g e r i k e i n Norway; and uses the term "Middle Scandinavian s t y l e " 
to r e f e r to the stones of Uppland i n p a r t i c u l a r , but a l s o bland, Got-
l a n d and Bornholm. I t was because C h r i s t i a n s s o n f e l t d i s s a t i s f a c t i o n 
w i t h the common d e f i n i t i o n s of the s t y l e s found i n l a t e V i k i n g a r t , 
( J e l l i n g e , Mammenj R i n g e r i k e , Runestone and Urnes s t y l e ) , t h a t he 
decided i n s t e a d to use the above-mentioned terms. He makes use of 
Almgren's t h e o r i e s to a n a l y s e runestones of the South Scandinavian 
s t y l e , and d i s c o v e r s t h a t : " c u r v e s , a n g l e s , c i r c u l a r and s t r a i g h t , 
o f t e n d i v e r g i n g l i n e s belong to the s t r u c t u r e of the South Scandinavian 
s t y l e . These geometric forms could c o l l e c t i v e l y be s a i d to f i t i n t o 
U- and V- forms which a r e a l s o cut o f f . Thus U- forms can be broken 
down i n t o J - and 1- forms, V- forms or i n t o diagonal l i n e s . " 2 7 . T h i s 
i s almost p r e c i s e l y the c u r v a t u r e p a t t e r n t h a t emerged from an a n a l y s i s 
of the S t . P a u l ' s churchyard stone, which i s commonly regarded as a 
c l a s s i c exponent of the R i n g e r i k e s t y l e . I t would seem, then, t h a t the 
stones of C h r i s t i a n s s o n ' s "South S c a n d i n a v i a " tend t o be decorated i n 
Ri n g e r i k e s t y l e , g e n e r a l l y speaking, w h i l e those of Middle S c a n d i n a v i a 
are ornamented w i t h Urnes s t y l e . T h i s i s not intended as an i n c o n t r o -
v e r t i b l e theory, f o r t h e r e a r e , of course, many e x c e p t i o n s , and we have 
a l r e a d y noted t h a t the sheer.-variety of the runestone m a t e r i a l makes a 
simple c a t e g o r i s a t i o n of i t i n t o R i n g e r i k e and Urnes s t y l e p i e c e s , a 
t h a n k l e s s t a s k . As C h r i s t i a n s s o n w r i t e s : "The ornamentation i s p a r t l y 
too g e n e r a l , p a r t l y too i n d i v i d u a l , to permit f i n e d i s t i n c t i o n s " 2 6 and 
as we have seen, t h e r e a r e so many other c o n s i d e r a t i o n s i n any runestone 
a n a l y s i s . 
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I n s h o r t , C h r i s t i a n s s o n 1 s work i s i n c o n c l u s i v e , and based, almost 
e n t i r e l y , on a r t - h i s t o r i c a l c o n s i d e r a t i o n s , which do not p r o v i d e an 
adequate approach i n a study of the runestpne m a t e r i a l . However, i t 
does r a i s e some f a s c i n a t i n g q u e s t i o n s . I f one can say, even g e n e r a l l y 
speaking, t h a t runestones decorated i n R i n g e r i k e s t y l e occur mostly i n 
South S c a n d i n a v i a , and t h a t Urnes s t y l e runestones mostly occur i n 
Middle S c a n d i n a v i a , then i t would seem t h a t r e g i o n a l v a r i a t i o n p l a y s an 
important p a r t i n determining s t y l e . The i m p l i c a t i o n s f o r d a t i n g of 
the R i n g e r i k e and Urnes s t y l e s a r e f a r r e a c h i n g , b e a r i n g i n mind, t h a t 
most runestones are p r e s e n t l y l o c a t e d where they were o r i g i n a l l y p o s i -
t i o n e d , whereas the p i c t u r e of R i n g e r i k e and Urnes s t y l e s may be d i s -
t o r t e d during a study of the metalwork, and s m a l l e r wood and bone a r t e -
f a c t s , which are e a s i l y p o r t a b l e . 
I t i s i m p o s s i b l e a t the p r e s e n t stage of runestone study to come 
to any c o n c l u s i o n s about the runestone m a t e r i a l , i t s a r t - h i s t o r i c a l 
p o s i t i o n , the degree to which r e g i o n a l f a c t o r s were important, or indeed, 
i t s o v e r a l l , s i g n i f i c a n c e . Many s c h o l a r s have s t u d i e d r u n e s t o n e s , but 
t h e i r examinations have mainly been l i m i t e d to i n v e s t i g a t i o n w i t h i n 
p a r t i c u l a r d i s t r i c t s 2 9 . The b r i e f survey of the Upplandic m a t e r i a l 
above r e v e a l s . t h e enormous number of problems and c o n s i d e r a t i o n s t h a t one 
comes a c r o s s , even when c o n f i n i n g o n e s e l f to one p a r t i c u l a r d i s t r i c t . 
However, the s p e c i a l c h a r a c t e r of the runestones makes them p a r t i c u l a r l y 
s u i t a b l e f o r comparative a n a l y s e s , on r u n o l o g i c a l , h i s t o r i c a l , genealo-
g i c a l and a r c h a e o l o g i c a l , as w e l l a s , ornamental grounds; and any con-
c l u s i o n s reached must be v e r i f i a b l e , or a t l e a s t , not negated, by the 
c o n c l u s i o n s reached i n other f i e l d s of study. 
F i n a l l y , we must c o n s i d e r the s o - c a l l e d E s k i l s t u n a type of monument. 
These are r u n i c monuments of a more m a g n i f i c e n t nature than the normal 
runestones, which c o n s i s t of f i v e stone s l a b s , two forming the s i d e s , 
another forming the r o o f , and two more forming the gable-ends; the l a s t 
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are sometimes shaped l i k e a pointed a r c h , sometimes g e n t l y rounded. 
A l l f i v e s l a b s have c a r v i n g on them, the gable s l a b s u s u a l l y on two 
s i d e s . The r u n i c i n s c r i p t i o n s a re f r e q u e n t l y c u t along the edges of 
these end s t o n e s . The ornamentation, as on the E s k i l s t u n a sarcophagus 
i t s e l f 3 0 , i s normally of the Urnes s t y l e i n i t s f u l l y developed form. 
They are an i n t e r e s t i n g group of monuments, s i n c e they i l l u s t r a t e the. 
changes i n s o c i a l custom e n t a i l e d i n the b u r i a l of the C h r i s t i a n i n 
consecrated ground, and they are u s u a l l y t o be found i n church cemete-
r i e s . They were p l a c e d over the grave, and i t i s doubtful t h a t they 
ever contained the c o r p s e 3 1 . The new b u r i a l customs have found 
e x p r e s s i o n on one or two runestones, For i n s t a n c e , the Bogesund stone 
s t a t e s : "Gunne and Asa had t h i s stone r a i s e d and (made t h i s ) c o f f i n of 
stone i n memory of ... t h e i r son. He d i e d a t Ekero. He i s b u r i e d i n 
the churchyard. F a s t u l v c u t the r u n e s . Gunne r a i s e d t h i s s l a b of 
rock." E v i d e n t l y , a compromise had been reached i n t h i s t r a n s i t i o n 
p e r i o d to C h r i s t i a n i t y , and i n t h i s c a s e , a runestone was r a i s e d i n the 
a n c e s t r a l cemetery at home, wh i l e a more e c c l e s i a s t i c a l s o r t of monument 
was provided i n the churchyard at Ekero. 
T h i s group of monuments was named a f t e r the E s k i l s t u n a sarcophagus, 
because such i n t e r e s t was aroused by the d i s c o v e r y of the sarcophagus 
during e x c a v a t i o n s on an e a r l y church s i t e i n E s k i l s t u n a i n 1912 3 2 . 
However, the name i s not apt, because most l a t e r f i n d s of such sarcophagi 
have been made elsewhere i n Sweden, c h i e f l y i n O s t e r g o t l a n d . 
I n c o n c l u s i o n , the Urnes s t y l e i s r e p r e s e n t e d on many runestones, 
but mostly i n Sweden. I t i s to be found, too, i n many d i f f e r e n t v e r s i o n s 
which may be i n d i c a t i v e of a t y p o l o g i c a l or c h r o n o l o g i c a l sequence; or may 
be due to any one of a number of other f a c t o r s , of which the i n d i v i d u a l 
c a r v e r ' s t a s t e , t a l e n t , or stage of h i s c a r e e r , i s an important c o n s i d e r a -
t i o n , and the a r e a i n which he i s working, i s another. A g r e a t d e a l of 
work remains to be done on the Scandinavian runestone m a t e r i a l . 
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The h y p o t h e s i s t h a t the Urnes s t y l e o r i g i n a t e d i n S c a n d i n a v i a i n 
the E a s t C e n t r a l zone of Sweden has been l a r g e l y based on the runestone 
evidence. The sheer q u a n t i t y of monuments decorated i n Urnes s t y l e , 
t h a t come from t h i s a r e a , lends weight to the theory. I n a d d i t i o n , 
metalwork decorated w i t h Urnes s t y l e ornament a l s o o c c u r s i n g r e a t e r 
q u a n t i t y i n E a s t e r n Sweden than elsewhere i n S c a n d i n a v i a (below p.60-61). 
However, the l o c a t i o n map of f i t i d s p o t s of Urnes s t y l e m a t e r i a l i s 
g r a d u a l l y changing. The s u r v i v a l of a l a r g e number of stone monuments 
due to the f a c t t h a t stone i s such a durable medium, has i n f l u e n c e d the 
p i c t u r e to a g r e a t e x t e n t . I t might be more a c c u r a t e to say t h a t rune-
s t o n e s , as a form of monument, f l o u r i s h e d p a r t i c u l a r l y i n the E a s t 
C e n t r a l zone of Sweden, although one could s t i l l not say t h a t the 
o r i g i n s of the form of monument are n e c e s s a r i l y to be found i n the same 
re g i o n . The Urnes s t y l e i s found d i s t r i b u t e d over a wide a r e a i n 
Sc a n d i n a v i a , and i s r e p r e s e n t e d i n a l l t h r e e c o u n t r i e s . The ex c a v a -
t i o n s of medieval townships i n Norway are uncovering many new p i e c e s 
decorated w i t h Urnes s t y l e . I n Trondheim, the s u r v i v a l of less durable 
m a t e r i a l , such as wood and bone, h i g h l i g h t s how d i s t o r t e d our map of 
the d i s t r i b u t i o n of the Urnes s t y l e may be. At the pr e s e n t stage of 
study, the Urnes s t y l e i s f a r b e t t e r r e p r e s e n t e d i n Eastern:Sweden than 
elsewhere; l a r g e l y due to the d u r a b i l i t y of the stone monuments on 
which i t i s mostly found. However, f u t u r e e x c a v a t i o n work may a l t e r 
the p i c t u r e ; or w i l l , a t l e a s t , serve to remind u s , t h a t we cannot be 
d e f i n i t e about the p l a c e of o r i g i n of the s t y l e , w h i l e the evidence i s 
so incomplete. 
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CHAPTER FOUR 
PORTABLE ARTEFACTS DECORATED WITH SCANDINAVIAN URNES STYLE 
The f o r t u n a t e s u r v i v a l of the Urnes woodcarvings i n Norway i s f u r t h e r 
emphasised when one.considers the s m a l l amount of Urnes s t y l e metalwork i n 
Sc a n d i n a v i a , and remembers, t h a t metalwork i s so o f t e n the only s i g n i f i c a n t 
s u r v i v i n g medium of a s t y l e . There are a number of Urnes s t y l e brooches 
which.may.be. termed ."Urnes animal brooches". These have been found i n 
some q u a n t i t y i n S c a n d i n a v i a , p a r t i c u l a r l y i n Denmark. I n Norway, they 
have been found d i s t r i b u t e d over a wide a r e a , mostly i n the s o u t h . 1 The 
l o c a t i o n map of the Norwegian brooches shows v e r y l i t t l e r e l a t i o n s h i p 
between the f i n d s p o t s of the brooches, and the p o s i t i o n of Urnes i t s e l f , 
although, of course, s m a l l , metal o b j e c t s , such as t h e s e , are e a s i l y 
p o r t a b l e . N e v e r t h e l e s s , the s t y l e of the Urnes animal brooches shows them 
to be v e r y c l o s e l y r e l a t e d to the ornamentation of Urnes s t a v e church. 
The Urnes animal brooches, throughout S c a n d i n a v i a , tend to be openwork, 
and are u s u a l l y made of bronze, although t h e r e are s i l v e r examples, such as 
the one found f a i r l y r e c e n t l y a t Lindholm H^je, J u t l a n d ( p l - 4 7 a ) . They a r e 
composed of a c l a s s i c Urnes s t y l e standing quadruped , which J s . i n t e r t w i n e d 
w i t h f i l i f o r m t e n d r i l s , t h a t f r e q u e n t l y s p r i n g from the t a i l and limbs of 
the quadruped. The Lindholm H^je brooch i s a f i n e example.of the type. The 
standing quadruped i s seen i n p r o f i l e , w i t h two l e g s v i s i b l e , one of which 
springs' from a f r o n t s p i r a l h i p . The elongated head i s of t y p i c a l Urnes type, 
and the e l e g a n t body and i n t e r t w i n i n g t e n d r i l s are composed of f l u e n t and un-
broken ornament l i n e s . A two-toed f o o t terminates the f r o n t l e g , but o t h e r -
\rise, the ornament l i n e s are a l l lobe-ended. The f i l i f o r m t e n d r i l s form 
a s y m m e t r i c a l , m u l t i - l o o p schemes, and the d e s i g n , as a whole, i s h i g h l y uniform 
im c h a r a c t e r . I n the case of -the Lindholm H^je brooch, a s i l v e r r i n g i s 
attached, to the bottom, which presumably had a f u n c t i o n a l purpose. A l s o found 
a t Lindholm. H^je was a t i n y metal o b j e c t ( p l . 4 7 b ) , which looks as i f i t may be 
aiji u n f i n i s h e d , or simply a crude, v e r s i o n , of the Urnes animal brooch. The 
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o b j e c t i s so t i n y , t h a t the gaps i n the i n t e r l a c e simply appear as h o l e s . 
I t i s i n t e r e s t i n g to s p e c u l a t e on the reasons f o r the appearance of t h i s 
p i e c e . I t may be t h a t the s i z e was found to be i n a p p r o p r i a t e to the s t y l e 
of an Urnes animal brooch, .for i n s t a n c e . The u s u a l animal brooches are of 
a l a r g e r , f a i r l y s t a n d a r d i s e d s i z e . 2 The p i e c e may.possibly help us to see 
how these e l e g a n t brooches were manufactured. There a r e f o u r Urnes animal 
brooches i n Denmark, which appear to have been made i n the same mould. 3 
Not a l l of the Urnes animal brooches are of the same high q u a l i t y as ( p l - 4 8 ) 
the Lindholm H^je brooch, 1* but the b a s i c s t y l i s t i c c h a r a c t e r i s t i c s do not 
var y to any g r e a t e x t e n t . Indeed, the u n i f o r m i t y of the Urnes s t y l e as 
seen on the stave church, i s r e f l e c t e d i n the design of the Urnes animal 
brooches as a group. They r e p r e s e n t the completely t y p i c a l , S candinavian 
Urnes s t y l e i n metalwork. 
T h i s group of brooches may be regarded as an i n n o v a t i o n of the Urnes 
s t y l i s t i c phase. The only p a r a l l e l s are two brooches, which a re u s u a l l y 
a t t r i b u t e d to the R i n g e r i k e s t y l e 5 , the f i r s t from G r e s l i , T y d a l , Norway 
(pi.49a), and the second of unknown provenance 6, now i n K^benhavn N a t i o n a l 
Museum. The G r e s l i brooch i s ornamented w i t h a b i r d . However, the body of 
the b i r d i s t h i n and elongated, and formed of g e n t l e c u r v e s of l a r g e r a d i u s , 
which a re r a r e l y i n t e r r u p t e d . T i g h t i n t e r l a c i n g o c c u r s a c r o s s the l e g s , 
wing and neck, but there i s no t e n d r i l grouping. I t seems t h a t the G r e s l i 
jrooch should r a t h e r be a t t r i b u t e d to the Urnes s t y l e than the R i n g e r i k e . 
The same i s tr u e of the l e s s e r known example of unknown provenance. F u g l e -
isang p o s t u l a t e s t h a t the i n t e r l a c e may be i n t e r p r e t e d as R i n g e r i k e s t y l e 
elements, which have l i n g e r e d on i n some workshops, and which r e f l e c t a 
stage of ' s t y l i s t i c t r a n s i t i o n which p o s s i b l y depended on r e g i o n a l f a c t o r s . 7 
T y d a l l i e s i n the Trondheim r e g i o n , and s i n c e the wood m a t e r i a l from r e c e n t 
1 
Trondheim e x c a v a t i o n s d i s p l a y s some n o t a b l e r e g i o n a l c h a r a c t e r i s t i c s , such 
s the hatched background,(feeiflw-.p.-'6.1-62).,it i s q u i t e p o s s i b l e t h a t r e g i o n a l 
f a c t o r s may a l s o be i n f l u e n c i n g the metalworkers' a r t i n the same p e r i o d . 
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The well-known Scandinavian vanes are mostly e a r l i e r i n date than the 
Urnes s t y l i s t i c p h a s e . 8 However, the vane from Sod e r a l a church i n Sweden 
( p i . 49b) i n c l u d e s i n i t s ornamental r e p e r t o i r e some elements of the Urnes s t y l e 
For i n s t a n c e , the design i n v o l v e s some i n t e r p l a y between two d i f f e r e n t l i n e 
w idths, and the ornament l i n e s of the c r e a t u r e d i s p l a y a tendency towards 
long, f l u e n t c u r v e s , w h i l e the body g e n t l y t a p e r s and s w e l l s . N e v e r t h e l e s s , 
the " a d d i t i v e p r i n c i p l e of composition" i s most i n evidence, and the d e s i g n 
as a whole m a n i f e s t s more elements of the preceding R i n g e r i k e s t y l e than the 
Urnes s t y l e . 
The spearhead m a t e r i a l from S c a n d i n a v i a i n c l u d e s examples of the Mammen, 
Ri n g e r i k e and Urnes s t y l e s . F u g l e s a n g 9 ' a r g u e s t h a t , i n . t h e spearhead ornament 
however, the Urnes s t y l e seems to be confined to P e t e r s e n type G ( f i g - H a i i ) and 
never occurs on types K/M and M. Indeed, most of the spearheads of type G are 
decorated w i t h ribbon b e a s t s of the Urnes s t y l e . She p o i n t s out t h a t 
the ornamental m o t i f s on weapons of the e a r l i e r V i k i n g p e r i o d tend to be geo-
m e t r i c shapes and herring-bone p a t t e r n s , which bear l i t t l e o r no resemblance to 
the contemporary ornamentation of monumental a r t . However, the l a t e r s e r i e s o 
spearheads do show.an ornamental r e l a t i o n t o monumental a r t , which becomes 
e s p e c i a l l y s e l f - e v i d e n t i n the Urnes s t y l e spearheads. The commonly found 
ribbon b e a s t s of the type G spearheads correspond c l o s e l y to the ribbon b e a s t s 
found on.the.Urnes s t y l e Swedish r u n e s t o n e s , f o r example. One may i n f e r t h a t , 
u r i n g t h i s p e r i o d , t h e r e may have been a c o n c e n t r a t i o n of spearhead production 
nd ornamentation i n workshops which executed other k i n d s of metalwork as w e l l , 
,md which may have used ornamented motifs u n r e l a t e d to imported weapon types, 
a t e v e r the ease may be, there i s no. doubt th a t the Urnes s t y l e provided an Wh. 
important and commonly used type of ornamentation on l a t e V i k i n g spearheads. 
I t i s i n t e r e s t i n g to note t h a t almost a l l of the type G Urnes s t y l e spearheads 
cjome from Sweden and E a s t S c a n d i n a v i a . 
The G o t l a n d i c drum-shaped brooches were a l s o a t y p i c a l c ategory of e a r l y 
V i k i n g j e w e l l e r y 1 0 . I n the l a t e r p e r i o d , the bases of the drum-shaped brooche 
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which had p r e v i o u s l y been p l a i n , .were removed, and decorated w i t h l a t e V i k i n g 
ornament. These round brooches, as they are then c a l l e d , are f r e q u e n t l y 
ornamented w i t h ribbon b e a s t s of the Urnes type. One example i s the brooch 
from Tandgarve, Sweden (pi-52b) on which four ribbon b e a s t s a re found, each 
one occupying a q u a r t e r of the ornamental space a v a i l a b l e , and thus forming a 
f a i r l y symmetrical p a t t e r n . T h e i r bodies are a l s o double contoured and 
hatched, which i s not a common f e a t u r e of Urnes s t y l e ornament. N e v e r t h e l e s s , 
the j u x t a p o s i t i o n of two d i f f e r e n t l i n e widths to each other and the p l a i n 
background, the Urnes heads, and the f l u e n t , u n i n t e r r u p t e d , ornament l i n e s 
used i n the p o r t r a y a l of the bodies makes t h e i r a t t r i b u t i o n to the Urnes s t y l e 
an undoubted one. I t seems again t h a t t h e r e a r e l i n g e r i n g elements of p r e -
ceding V i k i n g s t y l e s to be found i n Urnes s t y l e ornament. S i n c e the o r i g i n a l 
drum-shaped brooches were p e c u l i a r to Sweden, t h e i r d e r i v a t i v e s , the round 
brooches, a r e a l s o u s u a l l y only to be found i n Sweden. 
The s i l v e r bowl from L i l l a V a l l e , Rute, Gotland ( p i .50) i s an e l e g a n t , 
f l u t e d bowl, whose r i m i s i n c i s e d w i t h animal ornament. I t i s o f t e n a s c r i b e d 
to the t r a n s i t i o n a l R ingerike/Urnes s t y l e phase, 1 1 but i t d i s p l a y s f a r more 
c h a r a c t e r i s t i c s of the Urries s t y l e , and i s , a f i n e Urnes s t y l e p i e c e . A 
s e r i e s of ribbon b e a s t s decorate the rim. T h e i r heads are t y p i c a l l y Urnes 
s t y l e heads. T h e i r bodies are formed of long, g e n t l e , f l u e n t c u r v e s , of 
con t i n u o u s l y l a r g e r a d i u s , and they g e n t l y taper and s w e l l . The design 
[involves an i n t e r p l a y of two l i n e w idths, formed when the t a i l s become i n t e r -
t w i n i n g t e n d r i l s t h a t l o o s e l y loop around the body and l e g s . The motif of 
the pear-shaped lobe and union knot, which i s used to l i n k the ribbon b e a s t s 
1 
together, i s , as we have seen, commonly found amongst the runestone m a t e r i a l , 
I • 
ind i s adapted i n the Urnes s t y l e , to comply, as f a r as p o s s i b l e , w i t h the 
i s u a l c h a r a c t e r of Urnes s t y l e ornament l i n e s . The lobe-ended t e n d r i l s , the 
I 
wo-toed f e e t , the c o n t r a s t between the animals and the background, are a l l 
e a t u r e s of the Urnes s t y l e . On the i n t e r i o r base roundel of the bowl i s 
dottier Urnes s t y l e c r e a t u r e , whose body forms an u n a x i a l , f i g u r e - o f - e i g h t 
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loop scheme. The only reminiscence of the R i n g e r i k e s t y l e o ccurs i n the 
d e p i c t i o n of the s p i r a l h i p s , which are not the simple, h a l f - s p i r a l s u s u a l l y 
to be found i n Urnes s t y l e d e s i g n s . The s k i l f u l l y decorated r i m of the 
L i l l a V a l l a bowl i s one of the f i n e s t metal work examples of Urnes s t y l e . 
I t may be compared to a s i m i l a r s i l v e r bowl from Garnia Uppsala, ( p l . 5 1 ) , 
which i s ornamented w i t h a s e r i e s of f o l i a t e t e n d r i l s round the rim, which 
can be p a r a l l e l l e d on some of the Swedish Romanesque p l a n k s . 1 2 The i n t e r n a l 
base roundel i s decorated w i t h the f i g u r e of an h e r a l d i c , Romanesque l i o n . 
These d e s i g n s are e q u a l l y as w e l l s u i t e d to the shape of the bowl, although 
some of the u n i f o r m i t y has been l o s t , i n t h a t t h e r e i s a s t a r k c o n t r a s t 
between the l i o n and the d e l i c a t e f o l i a g e . I t i s i n t e r e s t i n g to see the 
a p p l i c a t i o n of two d i s t i n c t s t y l i s t i c phases on two o b j e c t s of such s i m i l a r i t y . 
A comparison of s t y l e alone i s then p o s s i b l e , without having to take account 
of any number of other c o n s i d e r a t i o n s . 
Two bronze ornaments i n the shape of animal heads have been found on 
Gotland (pi.52a). They were probably o r i g i n a l l y s h r i n e t e r m i n a l s . The heads 
are of the Urnes type, long and e l e g a n t i n appearance, viewed i n p r o f i l e , 
formed of f l u e n t ornament l i n e s , and having an almond shaped eye. From the 
mouth and snout of the example i l l u s t r a t e d emerge a number of t e n d r i l s , which 
i n t e r t w i n e , forming u n a x i a l loop schemes. The t e n d r i l s a r e lobe-ended, and 
jalthough the i n t e r t w i n i n g elements are perhaps more t i g h t l y bound than i s u s u a l 
Ln Urnes s t y l e d e s i g n s , the c u r v a t u r e of the t e n d r i l s agrees w i t h the Urnes 
:ypes of long, drawn out curves of l a r g e r a d i u s . 
A s t r a p d i s t r i b u t o r has a l s o been found on Gotland (pl.53 ) . I t i s p a r -
t i c u l a r l y i n t e r e s t i n g w i t h regard t o the E n g l i s h Urnes metalwork. 1 3 I t i s com-
i 
posed of t h r e e separate animals, a l l viewed from above, each of which b i t e s 
! 
tijhe c e n t r a l r i n g t h a t j o i n s them together. Most examples of Urnes s t y l e a n i -
mjals viewed from above occur on the Swedish runestone m a t e r i a l , and the heads 
are normally s i m p l i f i e d , showing a pronounced l a c k of d e t a i l . 1 4 I n t h i s c a s e , 
however, the metalworker has taken a t y p i c a l Urnes s t y l e head, and has d e p i c t e d 
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what i t would look l i k e from above, r a t h e r than i n p r o f i l e . I t i s long, 
and the snout i s square ended, w h i l e the pronounced n o s t r i l s are round. 
The l i n e a r f e a t u r e s above the n o s t r i l s r e p r e s e n t the f o l d e d backwards and 
downwards nose e x t e n s i o n on a u s u a l head, seen from above. The bodies of 
the c r e a t u r e s are composed of f i l i f o r m elements, which i n t e r t w i n e i n un-
a x i a l f i g u r e - o f - e i g h t and m u l t i l o o p schemes, acc o r d i n g to the Urnes s t y l e 
p a t t e r n . A f r o n t l e g emerges from the s p i r a l h i p immediately behind the 
l e g ; and other limbs and a t a i l , emerge from the body, and i n t e r t w i n e w i t h 
the body, and each other. The ornament l i n e s terminate i n l o b e s . The 
desig n i s p a r t i a l l y executed i n openwork, although the c e n t r a l ^ a r e a s of the 
bodies are comprised of ornament l i n e s , which run too c l o s e l y together to 
a l l o w f o r the openwork technique. Although t h i s i s an unusual Scandinavian 
p i e c e , i t s a t t r i b u t i o n to the Urnes s t y l e i s an undoubted one. 
The s i l v e r c r u c i f i x from Gatebo, 01and, (pL52c) which was found i n a 
hoard, i s decorated w i t h a C h r i s t f i g u r e . His hands are l o o s e l y f e t t e r e d by 
open loops formed of t e n d r i l - l i k e elements; and above h i s head occur more of 
these t e n d r i l s , which loop i n a p a t t e r n v e r y s i m i l a r to the u s u a l Urnes s t y l e 
schemes. There are no zoomorphic elements on t h i s markedly C h r i s t i a n o b j e c t , 
but i t seems c l e a r t h a t the s i l v e r s m i t h was i n f l u e n c e d by h i s f a m i l i a r i t y w i t h 
Urnes s t y l e loop p a t t e r n s . 
Another type of G o t l a n d i c a r t e f a c t i s the t h r e e dimensional animal head 
irooch u s u a l l y of bronze, whose s u r f a c e i s covered w i t h t h i n t e n d r i l s , 
v h i c h i n t e r t w i n e i n an Urnes manner, and which are q u i t e separate from the 
animal c h a r a c t e r i s t i c s of the head i t s e l f . I n t h i s , one may see a l a t e r 
r e n d e r i n g of the same theme found on such o b j e c t s as the S ^ l l e s t e d horse c o l l a r 
from Denmark, 1 5 where the l a r g e , f o r m a l i s e d animal heads a t e i t h e r end of the 
c o l l a r , a r e themselves decorated w i t h a s e r i e s of s m a l l b i r d s and animals. 
The Urnes s t y l e brooches demonstrate a r e v i v a l f o r t h i s type of ornament, w i t h i n 
q u i t e d i s t i n c t , s t y l i s t i c phase. 
Some metalwork examples demonstrate the continued use of Urnes s t y l e 
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designs i n t o the t w e l f t h century. One such i s the bottom moulding of the 
Danish L i s b j e r g a l t a r , (pi.54 ) which i s ornamented w i t h a degenerate Urnes 
s t y l e . There are a l s o some arrow heads w i t h n i e l l o - i n l a i d Urnes d e c o r a t i o n 
from F i n l a n d and the B a l t i c c o u n t r i e s , 1 6 which have f a l l e n o u t s i d e the scope 
of the p r e s e n t survey of m a t e r i a l from the Scandinavian mainland. 
The Urnes s t y l e metalwork from S c a n d i n a v i a i s s t r i k i n g l y v a r i e d a s f a r 
as the types of a r t e f a c t s a r e concerned. The openwork animal brooches, f o r 
example, form a d i s t i n c t group of o b j e c t s , as do the round brooches, the 
spearheads, and the three-dimensional animal head brooches. Some of these 
groups, such a s the openwork animal brooches, a r e p e c u l i a r to the Urnes s t y l e 
phase; another, the group of three dimensional animal head brooches, r e v i v e s 
an o l d t r a d i t i o n of d e c o r a t i n g one head-shaped o b j e c t , w i t h a whole s e r i e s of 
other animal forms carved i n f l a t r e l i e f . Even the spearheads, which 
occur i n one form or another throughout the V i k i n g age, a r e of a d i s t i n c t i v e 
t y p o l o g i c a l group during the Urnes s t y l i s t i c phase. Other p i e c e s , such as 
t h e L i l l a V a l l a bowl and the Gatebo c r u c i f i x , a r e d i s t i n c t i v e i n t h e i r own 
r i g h t , as being only one of a k i n d . I n s h o r t , although the m a t e r i a l evidence 
a t the moment i s l i m i t e d , and may be expected t o i n c r e a s e as a r e s u l t of f u t u r e 
e x c a v a t i o n s which may a l t e r the p i c t u r e , i t seems as i f the Urnes s t y l i s t i c 
phase c o i n c i d e d w i t h a change i n t a s t e concerning the type of o b j e c t to be 
decorated. The o b j e c t s which were found a l l over the Scandinavian world i n 
the preceding c e n t u r i e s , such a s the numerous t o r t o i s e brooches, were no longer 
a s h i o n a b l e , and no u n i v e r s a l l y a c c e p t a b l e types of o b j e c t were found to 
r e p l a c e them. 
The l o c a t i o n s of these d i f f e r e n t types of o b j e c t s i s of i n t e r e s t . The 
penwork animal brooches occur a l l over S c a n d i n a v i a , but e s p e c i a l l y i n Denmark, 
enmark i s otherwise l a c k i n g i n Urnes s t y l e metalwork. Sweden, however, i s 
c i m p a r a t i v e l y r i c h i n metalwork f i n d s , and w i t h i n Sweden, the i s l a n d of Gotland 
i 5 p a r t i c u l a r l y wealthy, producing the round brooches, the thr e e dimensional 
animal head brooches, the s h r i n e t e r m i n a l s , the s t r a p d i s t r i b u t o r and the L i l l a 
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V a l l a bowl. Norway, l i k e Denmark, was only noted for i t s openwork animal 
brooches, but these included a v a r i a t i o n on the type, from G r e s l i near 
Trondheim. Thus, i t seems that the Urnes s t y l i s t i c phase flourished p a r t i -
c u l a r l y i n Eastern. Scandinavia on metalwork a r t e f a c t s , and e s p e c i a l l y on 
Gotland. An h i s t o r i c a l l y independent tr a d i t i o n on Gotland manifested i t s e l f 
through the production of types of metalwork artefa c t which are not found 
elsewhere, but which, with the possible exception of the strap d i s t r i b u t o r , 
are ornamented with the-completely, t y p i c a l style of the period. 
There have been tendencies i n the past to regard the three late Viking 
st y l e s as exponents of different geographical areas. The evidence of the 
metalwork a r t e f a c t s , coupled with the evidence of the runestones, which occur 
i n great number i n the. Upplandic area of Sweden, has resulted i n the theory 
that East Sweden was the main stronghold of the Urnes s t y l e . 1 7 However, 
recent excavations i n Trondheim 1 8 have produced a large number of Urnes s t y l e 
wood and bone objects, which highlight the s u b j e c t i v i t y of an incomplete 
picture of the d i s t r i b u t i o n of a s t y l e . 
In Trondheim, a wooden post with Urnes s t y l e decoration was found i n 
S^ndre Gate i n 1945, and recently the companion post was also d i s -
covered. In addition, the excavations have produced a considerable quantity 
of portable, domestic a r t e f a c t s (pi.55 ) such as wood and bone spoons, handles 
d pins, which are decorated in Urnes s t y l e , or Urnes sty l e v a r i a n t s . This 
t e r i a l i s most revealing about the popularity of the s t y l e , suggesting that 
ts appeal was far wider than used to be believed. I t i s mostly d i s t i n c t l y 
i e c u l a r i n nature, which invalidates the theory that the Urnes s t y l e was the 
province of the e c c l e s i a s t i c a l world. The residents of Trondheim liked to 
own.fashionably decorated functional objects, yet the work of decorating the 
a r t e f a c t s must have been time-consuming, and the a r t e f a c t s e a s i l y broken or 
l o s t . L ' 
The Trondheim material often has a hatched or cross-hatched background 
"of.", f i n e l y -incised l i n e s , as opposed to the more usual p l a i n or open background 
of the Urnes s t y l e . The designs manifest a considerable v a r i e t y of both 
pattern and l e v e l of craftsmanship, and they demonstrate that the decoration 
of household objects was not only a preoccupation of the wealthy, for most 
of the wood and the bone objects from Trondheim are e s s e n t i a l l y simple, func-
tiona l tools, which must have been available to anyone. Some of the pieces are 
simply carved, implying that they were the work of amateur craftsmen, possibly 
t h e i r owners. Others are better examples of the Urnes s t y l e , displaying 
ribbon beasts placed i n figure-of-eight loop schemes, some of which are exact 
repetitions of the loop schemes found on Urnes stave church. The hatching of 
the background i s a l o c a l v a r i a t i o n , which distinguishes the Trondheim material 
from other Urnes sty l e artefacts known at present. 
Recent excavations at other medieval townships are also revealing more 
Urnes sty l e a r t e f a c t s . A bone handle showing si m i l a r s t y l i s t i c c h a r a c t e r i s t i c s 
but without the hatched background, was found at Borgund; 1 9 and a bone spoon 
with lat e Urnes/early Romanesque decoration was found during excavations at 
T^nsberg i n 1971. 2 0 Undoubtedly, the amount of Urnes style material w i l l 
increase as excavations continue, and consequently, the d i s t r i b u t i o n pattern 
of the s t y l e i s . l i a b l e to change markedly. 
Recent finds from Trondheim also display a c l e a r t r a n s i t i o n a l Urnes/Roman-
esque phase of ornamentation. Martin Blindheim has suggested that, following 
the period of popularity of the Urnes s t y l e , the art of woodcarving suffered a 
iecay due to the lack of a new stimulus, which was provided, from the mid-twelfth 
century onwards, by the incoming international Romanesque s t y l e s . 2 1 However, 
the v i t a l i t y of the ornament on much of the t r a n s i t i o n a l Trondheim material 
indicates that, for a period, the Urnes s t y l e continued to f l o u r i s h alongside 
tjhe newer s t y l e . Stratigraphical dating of the Trondheim material may support 
l i s premise, but the present incompleteness of the Trondheim excavations pro-
h i b i t s further analysis at t h i s stage. 
One further example of portable woodcarving comes from Uppsala, Sweden, 
(p 1.56a) I t i s a wooden animal head of the Urnes type which was probably 
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o r i g i n a l l y the handle of a cask. The lower and upper l i p s are extended, 
to form intertwining t e n d r i l s , that loop i n an asymmetrical, figure-of-
eight shape; while the upper l i p extension terminates i n a smaller animal 
head, also of Urnes type. Unfortunately, the mouth of the secondary 
creature i s now missing. 
The portable material i n Scandinavia tends to be overshadowed by the 
fi n e , Urnes stave church carvings. The recent discoveries of wood and 
bone Urnes s t y l e carving, while highlighting the good fortune that accom-
panies the survival of wood and bone generally, also serves to emphasise 
how incomplete the present picture of Urnes style woodcarving probably i s . 
Although i t seems l i k e l y , i n the li g h t of the recent Scandinavian excava-
tions, that the Urnes s t y l e was also represented i n the mediums of wood 
and bone i n England, the discrepancy between the two countries i n the types 
of object decorated with the s t y l e , precludes t h i s premise from being a 
certainty. However, i t i s cert a i n , i n Scandinavia at l e a s t , that much 
material remains to be found, which, with those discoveries of wood and 
bone carving already made, w i l l enable the magnificent carvings at Urnes 
:o be viewed i n a more r e a l i s t i c perspective. 
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CHAPTER FIVE 
The dating of Urnes s t y l e i n Scandinavia 
I t must be emphasised, from the outset, that serious problems are 
encountered i n trying to date the different phases of Urnes s t y l e on the 
basis of archaeological finds. There are very few hoards, known at present, 
which contain both coins and objects ornamented with Urnes s t y l e . Of 
these, the hoard containing the L i l l a V a l l a bowl from Gotland i s perhaps 
the best known. I t was deposited i n the ground, on coin evidence, i n about 
1050.J Of course, t h i s can give no more than a general indication of the 
date of manufacture of the object. The G r e s l i brooch was found i n a hoard 
i n Norway, which, on coin evidence, was deposited i n the ground about 1085. 2 
However, the G r e s l i brooch reveals elements that belong to the Ringerike 
style i n i t s ornamentation, and one might expect, by a typological deduction, 
that the G r e s l i brooch i s an e a r l i e r product than the L i l l a V a l l a bowl. The 
coin evidence, then, does not provide, any absolute answers to chronological 
problems. 
Wilson records that the coin..hoard from Gatebo, 01and, which contained 
the Gatebo c r u c i f i x , has a deposition date somewhere i n the.early twelfth 
century. 3 On the evidence of hoards alone, then, the dates of the Urnes 
s t y l e would seem to be from the second quarter of the eleventh century to the 
i r s t quarter of the twelfth. 
The runestone evidence, as we have seen, i s extremely problematical from 
i:he point of view of dating. ' As Wilson postulates, the firmest basis for 
dating i s dating by association with known h i s t o r i c a l persons or events.* 
lowever, only two runestones f u l f i l l t h i s c r i t e r i o n . The f i r s t i s the monu-
iient r a ised at. J e l l i n g i n Denmark, by Harald Bluetooth. 5 This was probably 
raised some time between 965 and 985, according to the l a t e s t i n t e r p r e t a t i o n s . 6 
The second monument i s a Scanian runestone (Da.347 N. Asum), which was erected 
o the memory of Archbishop Absolon. 7 This stone must accordingly have been 
rected as late as about 1200. I t follows from t h i s , that the erection of 
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runestones as commemorative monuments must have been current at l e a s t from 
the third quarter of the tenth century, u n t i l about 1200 AD. However, such 
a broad dating bracket i s not very informative. 
Other runestones do provide a close dating, although never an absolute 
one, usually by the content of t h e i r i n s c r i p t i o n s . U344 from Yttergarde 
states that the deceased, Ulf, had taken part i n the levying of three Dane-
gelds, and that the l a s t one of these was Knut's ( i n 1018). 8 The two e a r l i e r 
danegelds had been taken under the leadership of Toste and Thorkel, which 
probably took place i n the 990's and 1009-1012.9 U343, which i s now l o s t , 
bore the f i r s t part of the i n s c r i p t i o n i n commemoration of Ulf. This makes 
i t l i k e l y that stone U344 was erected i n Ulf1s.memory>• 
probably i n the second quarter of the eleventh century. 
U194 from Vasby also mentions the taking of a danegeld under Knut. I t 
was erected by A l l e to commemorate himself, and i t seems probable that i t 
dates from the same period as the Yttergarde stones. Two other stones, U240 
and U241 from Lingsberg were erected i n memory of a father and son. The 
i n s c r i p t i o n informs us that the father took two danegelds i n England, but i t 
omits the names of the leaders of the expeditions. Since the decoration of 
the Yttergarde, Vasby and Lingsberg stones i s s i m i l a r , i t seems l i k e l y that 
they a l l date from approximately the same period. 
Von F r i e s e n points out that a close p a r a l l e l to the uncomplicated compo-
sition of U344 from Yttergarde, i s provided on stone U356 from Angby.10 This 
l a t t e r i s signed by Asmund, and i s t y p i c a l of h i s work, on palaeographic and 
technical evidence. As a r e s u l t , Von Friesen concludes that U344 i s the work 
of Asmund, a view which i s supported by Brate." In t h i s case, Asmund must 
have been "carving, in.the second quarter of the eleventh century. The r e f e r -
ences to danegelds, then, are c r u c i a l for dating the early phase of the Urnes 
Stone U668, mentioned above, which makes reference to the fact that the 
deceased man, Gere, had "sat out i n the west i n the Thingelid" does not provide 
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us with nearly as close a dating c r i t e r i o n . I n addition to the f a c t that 
we do not know how long Gere was a member of the Thingelid, or how long i t 
was after h i s membership that he died, or i f , i n f a c t , he died while s t i l l 
serving i n the Thingelid, the chronological l i m i t s of the Thingelid are too 
wide to allow any more than a general dating of about 1020 - 1070. 
The Upplandic group of stones known as the Ingvar stones 1 2 were also 
mentioned above, as possible dating evidence. Nearly t h i r t y runestones are 
extant, mostly i n the Malar region, which were raised i n memory of men who 
had followed Ingvar the f a r - t r a v e l l e d on h i s expedition to Serkland. 1 3 
The Icelandic saga, written about three hundred years after the actual 
event, and c a l l e d "Yngvars saga vi<fforli I l l l f records that there were t h i r t y 
ships i n Ingvar 1s f l e e t . 1 5 On the whole, t h i s seems un l i k e l y , and serves 
to remind us that the r e l i a b i l i t y of the saga, written so long after Ingvar 1s 
death, and i n the manner of a dramatic, f i c t i o n a l t a l e , must be questioned. 1 6 
I f the saga does contain the accurate date of.Ingvar's death as being 1041, 1 7 
then presuming that the runestones were raised soon aft e r the news of the 
f a i l u r e of the expedition reached Sweden, then the Ingvar stones were probably 
r a i s e d between 1041 and about 1050. However, the evidence i s inconclusive. 
I t i s possible to reconstruct family t r e e s , where a number of runestones 
are raised i n a d i s t r i c t by members of the same family. This i s the case 
th the Jarlebanke stones i n and around Vallentuna i n Uppland. Jarlebanke 
raised s i x stones to commemorate himself, of which two are now l o s t ; 1 8 heialso 
:raised-two.for h i s father, I n g e f a s t , 1 9 one for h i s son Sven, 2 0 and one for 
another kinsman, who died out i n Greece. 2 1 In addition, runestones were 
ra i s e d by other members of Jarlebanke's family. 2 2 When the information i s 
a l l assembled, a family tree emerges which spans four generations ( p i . 41b ) 
and i t i s then possible to arrange the stones involved i n some sort of chrono-
l o g i c a l order. The e a r l i e s t of the Jarlebanke stones would seem to be U137, 
r lised by Jarlebanke's grandparents to the memory of t h e i r son, Gag. The 
l a t e s t i s U142, which was raised by Jarlebanke's son, Ingefast, to commemorate 
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h i s father. There must have been a time span of at l e a s t f i f t y years, 
between the r a i s i n g of the e a r l i e s t and the l a t e s t Jarlebanke stones. How-
ever, there i s no base point, which could provide any absolute dating. 
Typologically, the ornamentation, generally speaking, follows the typology, 
outlined above (p.44-45) of--types A,B, ---a'nd'-C. U137 belongs to the typological 
category A - l , and i s reminiscent of some of Asmund's designs, of the second 
quarter of the eleventh century. U212, which Jarlebanke raised i n honour of 
himself, at the apparent height of h i s fame and power, i s ornamented with a 
type B-l design, and has been regarded as the work of Fot. 2 3 The l a t e s t 
stone, U142, i s ornamented with a type C design, and i s signed by the carver « 
Opir. I t i s s i g n i f i c a n t that a wealthy and powerful family, such as J a r l e -
banke's, should have employed the best carvers each time they wished to r a i s e 
a commemorative monument. 
Moe believes that i t i s possible to date the runestones palaeographically. 
He asserts that an i n i t i a l phase, l a s t i n g from 1020 — 1040 was dominated by 
Asmund Karesson; a c l a s s i c a l phase, dominated by the carvers Fot and B a l l e , 
lasted from 1040 - 1070; and a late phase, l a s t i n g from 1070 - 1100 was domi-
nated by Opir. The typological study of the Jarlebanke stones would seem to 
support t h i s theory. However, i n f a c t * the evidence for the dating of the 
phases i s negligible, at the present stage of study, and although one may 
believe that the sequence of runecarving masters that Moe postulates, may be 
correct, they almost c e r t a i n l y overlapped with each other i n time, and one 
must accept that dates for the masters' working l i v e s remain e l u s i v e . 
One must, treat the evidence of the Jarlebanke stones as cautiously as 
"pjossible. I f we accept that the e a r l i e s t stones are reminiscent of Asmund's 
wjork, and thus probably date from the second quarter of the eleventh century, 
have an. approximate date for the commencement of the Jarlebanke s e r i e s . 
This indicates that the l a t e s t stone, which i s signed by Opir, was carved 
during the l a s t quarter of the eleventh century, allowing for the passage of 
four generations. This i s the most that one can say. Nonetheless, the 
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Jarlebanke stones do give us some help with the dating of the runestone 
s e r i e s . 
I t was noted above that one can attempt to define the typological 
development within one carver's career, 3 1 which would indicate a r e l a t i v e 
dating of the stones signed by, or assigned to, one carver. However, the 
hypothetical element involved i n t h i s sort of deduction i s too great for 
i t to be used as a v a l i d method of dating. The same i s true of any attempt 
to define the relationships between carvers. For example, i t has been 
stated that "Visate's primary a r t i s t i c c h a r a c t e r i s t i c i s h i s a b i l i t y to 
i m i t a t e " . 2 5 In p a r t i c u l a r , he was apparently largely influenced by the 
works of Fot and B a l l e . However, the lack of any fixed dating point for 
any of these carvers invalidates the evidence, as f a r as dating the stones 
i s concerned. - Si m i l a r l y , Balle i s considered to have been a pupil of 
Livsten, but no dating evidence i s available for either carver. 2 6 
In short, the bulk of the Urnes s t y l e runestone material seems to date 
from approximately the second quarter of the eleventh century to the turn of 
the twelfth century, but the evidence i s sparse, and t h i s dating i s not well 
supported. 
The E s k i l s t u n a tomb had been re-used as building material i n a church, 
'hich was transferred to the order of St.John's i n the 1180's. 2 7 Other frag-
ments of the Eskilstuna type of monument have been recovered from the walls of 
churches, that are dated to the f i r s t half of the twelfth century. 2 8 The 
Eskilstuna group supports a general dating.of the Urnes s t y l e to the eleventh 
century. 
Woodcarving material i s also dated with d i f f i c u l t y . The carvings at 
Urnes i t s e l f are dated by Shetelig to 1060 - 1080 o n . s t y l i s t i c grounds alone. 2 5 
Later, he revised h i s opinion to 1050 - 1070. They have been re-used i n a 
twelfth century church, which Bugge dates to about 1130 - 40, by analogy with 
s:one b a s i l i c a s displaying similar a r c h i t e c t u r a l f e a t u r e s . 3 0 He agrees with 
Mowinckel31 that the e a r l i e r church, which o r i g i n a l l y contained the carvings, 
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was probably positioned i n exactly the same place as the present building, 
although i t would have been smaller, and Would have consisted of a simple 
nave and rectangular choir. Mowinckel 3 2 also postulated that the carvings 
would have been situated i n the west wall of the e a r l i e r church. 
In 1958, further investigations of the foundations of the present 
church were conducted by the a r c h i t e c t s , Christie.and Bjerknes, but unfor-
tunately , t h e i r conclusions d i f f e r s ubstantially. C h r i s t i e argues that 
two phases of building e x i s t at Urnes, one which produced the present church, 
and an e a r l i e r one. 3 3 He believes, with Mowinckel and Bugge, that the 
e a r l i e r church was located exactly where the present building now stands, but 
that i t was a smaller and simpler structure. He also maintains that the 
carvings were o r i g i n a l l y in the west wall of the f i r s t church. He explains 
the fact that the carvings appear to have been shortened, p a r t i a l l y as a 
r e s u l t of the rotting of the wood where i t had been i n d i r e c t contact with 
the ground, and p a r t i a l l y as a r e s u l t of modifications, necessary to accommo-
date the carvings i n the new structure. A coin of Harald Hardrade was found 
i n one of the four trenches for the internal columns of the f i r s t church, which 
provides a terminus post quern for the e a r l i e s t phase of 1066 - a date which 
agrees with Shetelig's conclusions on s t y l i s t i c grounds. 
The recovery i n 1958 of two j o i s t s , re-used from an older building 
rompted Bjerknes to suggest that three building phases are represented at 
limes.3"* The strange form of these members led him to conclude that there 
\ras an intermediate building phase between C h r i s t i e ' s Urnes I and I I , which 
had a longer, narrower nave than the present church. Such a construction i s 
unknown elsewhere, and poses c e r t a i n technical d i f f i c u l t i e s ; but h i s point 
that i t i s unlikely that carvings of such.quality as those from Urnes should 
hive been allowed to rot i n the ground i s v a l i d . C h r i s t i e believes that 
these two j o i s t s were never used as they were o r i g i n a l l y intended, but that 
e i r presence indicates a change i n the construction plan during the course 
of the erection of the e a r l i e r church. 
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On the whole, C h r i s t i e ' s arguments seem more convincing, and a date 
for the carvings of sometime between about 1050 and 1066 remains a v a l i d 
proposition. Wilson records that coin evidence from the Danish excava-
tions at Homing, indicates a date for the Horning plank fragment of some-
where i n the second quarter of the eleventh century, although, again, the 
dating i s not absolute. 3 5 
The dating evidence of Scandinavian Urnes s t y l e material i s sparse. 
However, i t may be possible to deduce the chronological l i m i t s of the s t y l e , 
through comparison with the postulated dates for the Ringerike and Romanesque 
s t y l e s . Since no object i s known displaying mixed elements of the Ringerike 
and Romanesque s t y l e s , or of the Ringerike and the. f i n a l Opir stage of the 
Urnes s t y l e , i t seems reasonable to suppose that a general a r t - h i s t o r i c a l 
sequence existed, of the Ringerike s t y l e , followed by the Urnes s t y l e , 
followed by the Romanesque period. 3 6 However, i t i s also ce r t a i n that 
"consecutive" s t y l e s did e x i s t side by side for c e r t a i n periods. The 
evidence of hoards containing. Ringerike st y l e objects suggests reasonably 
secure datings. for the s t y l e , i n i t s f u l l y developed form, of about 1025 
u n t i l 1070. 3 7 This, of course, indicates that there was a considerable 
eriod of overlap between the Ringerike and Urnes s t y l e s . S i m i l a r l y , 
lindheim maintains that the Romanesque period i n Norway began with the 
uilding a c t i v i t y i n Trondheim about 1080 - 90, and lasted u n t i l about 1210, 
^rtiich i s again indicative of an overlap period between the Urnes and Romanesque 
S t y l e s . 3 8 
The dating, evidence for the l a t e r phases of the Urnes s t y l e i s consider-
ably sparser than i t was for the e a r l i e s t appearances of the s t y l e . In t h i s 
context, the f a i r l y well ?represented t r a n s i t i o n a l phase between the Urnes 
aid Romanesque s t y l e s i s p a r t i c u l a r l y important from the point of view of 
dating. I f one accepts Blindheim's thesis that the Romanesque styl e was 
introduced into Norway with stonecarving at Trondheim about 1080 - 90, then 
the t r a n s i t i o n a l Urnes/Romanesque phase presumably dates from then, and 
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continues through the f i r s t half of the twelfth century. I t i s represen-
ted i n Norway on the portals from Hopperstad I I , Ulvik and Torpo I churches; 
as well as i n the nave of Urnes I I (see appendix B) and on certain stone 
f o n t s . 3 9 In Sweden, i t i s found on planks, from Vrigstad church for example 
(pi.58c), and from Guldrupe church, Gotland (pi.56b). on the stone f r i e z e at 
Vamlingo, Gotland (pl.63 ) ; the Kungslra bench, (pi.62 ),and on bowls from 
Old Uppsala, which were contained i n a hoard, deposited i n the early twelfth 
century,(pi. 51 ) . The lower frame of the L i s b j e r g a l t a r (pi. 54 ) i s an 
example of the t r a n s i t i o n a l phase i n Denmark. By the second half of the 
twelfth century, f a i r l y securely dated stave church portals, such as those 
from Stedje, Hurum and Attra'*0 no longer contain reminiscences of. the Urnes 
s t y l e . 
In conclusion, the Urnes. s t y l e probably f i r s t appeared i n the second 
quarter of the eleventh century, about 1020 at the e a r l i e s t . General dating 
evidence indicates that i t was at i t s peak of popularity and production 
luring the second half of the eleventh century. A t r a n s i t i o n a l Urnes/Roman-
isque phase followed during the f i r s t half of the twelfth century, u n t i l the 
ingering reminiscences of the Urnes sty l e died out altogether, probably i n 
he middle of the twelfth century. 
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The larger Lincoln mount (cat.no.7) 
Chapter s i x . 
English Metalwork of the Urnes s t y l e . 
In the past, the sparsity and generally poor quality of the 
material evidence has led to the assumption that the Urnes 
s t y l e i n England represents the vestiges of a fading Scandina-
vian t r a d i t i o n . Kendrick, for example, wrote i n 1949, that 
"authentic Urnes ... ornament i s found i n t h i s country only on 
a few minor objects of metalwork" 1; and compounded t h i s view by 
re f e r r i n g to these few objects as either Anglian copies of I r i s h 
work, or Anglian or Scandinavian copies of Scandinavian bronzes 2. 
However, i n England, even more than i n Scandinavia, recent d i s -
coveries of Urnes s t y l e objects are causing t h i s attitude to be 
modified. Although the corpus of material remains comparatively 
small as yet, i t i s now possible to see within i t a d i s t i n c t l y 
English version of the s t y l e . As t h i s s t y l i s t i c group emerges, 
some of Kendrick's "copies" of I r i s h or Scandinavian work can 
also be viewed i n a more r e a l i s t i c perspective as part of an 
English pattern, and the influences that produced them can be 
more accurately assessed. I t i s thus apt, at t h i s stage of the 
enquiry, to reassess the position of the Urnes s t y l e i n England, 
i n the knowledge that future excavations and discoveries w i l l 
probably elucidate the picture s t i l l further. 
S t y l i s t i c analysis of English Metalwork of the Urnes style^. 
In t h i s section, the metalwork objects have been divided into 
groups such as "English Urnes s t y l e " or "Urnes s t y l e objects of 
English manufacture" ( i n accordance with t h e i r c l a s s i f i c a t i o n i n 
the catalogue). The s t y l e of the pieces within each group i s 
then examined, where possible, comparatively, as i n the case of 
the bronze mounts, i n order to j u s t i f y t h e i r i d e n t i f i c a t i o n as a 
separate group of objects* In the case of the group of English 
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Urnes s t y l e objects, one example i s analysed by curvature, i n 
an attempt to further e s t a b l i s h i t s relationship to the Scandi-
navian Urnes s t y l e . The methods of descriptive and formal 
analysis are applied where necessary throughout the text. 
Where the objects can also be grouped according to type, as i n 
the case of the bronze mounts, t h i s i s done. Elsewhere, single 
objects, such as the Durham c r o s i e r head, are sub-titled separ-
ately. The catalogue numbers correspond to the plate numbers. 
Objects of the English Urnes s t y l e . 
The Bronze Mounts. 
The purest version of the d i s t i n c t l y English Urnes s t y l e i s 
to be found on a group of bronze mounts (cat.nos.1-7) 3. S t y l i -
s t i c a l l y , these mounts form a homogeneous group and are e a s i l y 
comparable. 
There are four bronze mounts i n the B r i t i s h Museum, which 
bear obvious s t y l i s t i c a f f i n i t i e s with each other. They are 
a l l small objects, measuring between 4.6 cms. and 5.7 cms. i n 
length, and between 2.8 cms. and 3.1 cms. i n width. With the 
exception of the unprovenanced mount (cat.no.4), t h i s group makes 
use of the subtriangular frame, within which i s a serpentine 
animal. The animal on the unprovenanced mount i s not contained 
within a frame, but i t takes exactly the same form as the other 
three, i n that a s p i r a l loop representing the body emerges from 
a canine head, and i s interlaced with thinner t e n d r i l s , evolving 
from the ears, t a i l or limbs of the creature. Only one creature 
i s depicted on each of.these four mounts; and a l l of them are 
executed on either a p l a i n or openwork background. 
Of the three mounts i n subtriangular frames, the two from 
Peterborough (cat.no.1) and Kemsley Downs (cat.no.2) look almost 
i d e n t i c a l . Unfortunately, the mount from Kemsley Downs, Kent, 
i s i n bad condition, and c e r t a i n d e t a i l s of the design are imposs-
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i b l e to distinguish. Nevertheless, i n s i z e and general impres-
sion, they agree with each other, and the d e t a i l s of the Kemsley 
Downs mount that can be determined are, i n the main, the same as 
those on the Peterborough mount. Certainly, i t seems that the 
s i m i l a r i t i e s of the d e t a i l s on the two mounts are too great to 
be coincidental. These include the front legs of the animals, 
which, i n both cases, are depicted as thin, t e n d r i l - l i k e legs, 
which sharply bend back on themselves at the knee j o i n t s , and 
terminate i n round lobes; and as two, more pronounced legs, which 
extend straight across the mounts, and terminate i n the corners 
of the frames. The in t e r l a c i n g t a i l on the Kemsley Downs mount 
cannot be f u l l y traced, but the v i s i b l e d e t a i l s are strongly 
reminiscent of those on the Peterborough mount, and i t seems that 
the designs are most probably i d e n t i c a l . The terminations of 
the t a i l s , which are both v i s i b l e , are c e r t a i n l y the same, i n both 
positioning and appearance. Unfortunately, the s p i r a l hip on the 
Kemsley Downs mount i s no longer apparent, but the body outlines 
of the creature make i t probable that t h e " s p i r a l hip would o r i g i -
n a l l y have been located i n exactly the same position as i t i s on 
the Peterborough mount. F i n a l l y , the heads are clo s e l y related 
to each other, although again, not a l l of the d e t a i l s of the 
Kemsley Downs head are c l e a r . 
The differences between the mounts occur mostly i n th e i r s i z e 
and shape, rather than i n th e i r ornamentation. They are both 
5.2 cms. long, but at i t s widest, the Peterborough mount i s 
2.85 cms. wide, while the Kemsley Downs mount i s 3.1 ems', wide. 
To some extent, t h i s may be accounted for by corrosion on the 
Kemsley Downs mount. However, two protruberances occur on 
either side of the Kemsley Downs mount at i t s broadest point. 
These are only s l i g h t , but they account for the di s p a r i t y i n 
width between the two mounts, and they seem to be deliberate 
variations on the basic shape, rather than, perhaps, a casting 
defect. I n addition, when viewed i n p r o f i l e , the height of. 
the mounts i s seen to d i f f e r . Whereas the edge of the frame 
on the. Peterborough mount i s as much as 0.4 cms. i n height, the 
edge of the Kemsley Downs frame i s very i n s u b s t a n t i a l . To some 
extent, t h i s d i s p a r i t y may also be accounted for by the consid-
erably more worn condition of the Kemsley Downs mount, but i t 
remains doubtful that i t was ever as high i n p r o f i l e as 0.4 cms. 
At the apex of both mounts, there are c i r c u l a r projections with 
central r i v e t holes, which were apparently cast i n one piece 
with the objects. However, the c i r c u l a r projection on the 
Kemsley Downs mount i s smaller than that on the Peterborough 
mount. Both mounts have plates that project at right angles to 
their bases, but the plate on the Kemsley Downs mount i s l e s s 
pronounced than the one on the Peterborough mount. 
I t i s impossible to t e l l how much corrosion and wear on the 
Kemsley Downs mount may be the cause of the d i s p a r i t i e s between 
the two mounts. However, although a small discrepancy i n si z e 
would not necessarily rule out t h i s p o s s i b i l i t y , i t seems un-
l i k e l y that they were both cast i n the same mould 4. I t i s 
c e r t a i n l y the case that the mounts are s t y l i s t i c a l l y very 
si m i l a r indeed, and i t seems probable that both mounts had the 
same o r i g i n a l model, at some stage of t h e i r past. 
The other two bronze mounts i n the B r i t i s h Museum group come 
from Lincoln (cat.no.3) and from an unknown provenance (cat.no.4) 5. 
Both of these two are i n openwork, as opposed to the p l a i n back-
grounds of the Peterborough and Kemsley Downs mounts. Despite 
i t s absence of frame, the unprovenanced mount bears s t r i k i n g 
s i m i l a r i t i e s to the other B r i t i s h Museum mounts. Kendrick's 
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drawing ( f i g . H,i) of the unprovenanced mount and the L i n c o l n 
mount, w i t h and wi t h o u t i t s frame, demonstrates the close 
r e l a t i o n s h i p between the fou r o b j e c t s . The designs on a l l of 
them are dominated by p r o t r u d i n g animal heads o f very s i m i l a r 
character. The heads are lon g , canine i n appearance, w i t h 
square-tended snouts, and l a r g e , bulbous eyes. The L i n c o l n , 
Peterborough and what can be seen of the Kemsley Downs heads 
resemble each other most c l o s e l y , w h i l e the head on the unprove-
nanced mount has i t s c l o s e s t p a r a l l e l i n the heads on the l a r g e r 
bronze mount from L i n c o l n (cat.no.7), d e a l t w i t h below (p.91-94). 
A d i f f e r e n c e occurs i n the treatment of the ears. The ears, on 
the Peterborough and Kemsley Downs mounts are p o i n t e d , n a t u r a -
l i s t i c , and p o s i t i o n e d at r i g h t angles t o the sides of the head. 
On the L i n c o l n mount, the ears are s t i l l canine i n appearance, 
but they are c l o s e r t o g e t h e r , l e s s n a t u r a l i s t i c , and, i n f a c t , 
become p a r t of the i n t e r l a c i n g design, since they provide a 
t e r m i n a t i o n p o i n t f o r the t a i l of the c r e a t u r e . Nonetheless, i t 
i s the s i m i l a r i t i e s r a t h e r than the d i f f e r e n c e s which are s t r i k i n g 
about these three mounts. The head of the c r e a t u r e on the 
unprovenanced mount also has a n a t u r a l i s t i c , canine appearance. 
The snout i s not as square-ended as the other t h r e e , and the head 
has been modelled r e a l i s t i c a l l y , t o give an almost three-dimensional 
e f f e c t . The ears are al s o r e a l i s t i c , f a i r l y long and ending i n a 
p o i n t , and they are pressed back on the creature's neck. 
As has already been noted, a s p i r a l loop, r e p r e s e n t i n g the 
body of the c r e a t u r e , emerges from the head on each of these mounts. 
On the unprovenanced mount, the body loop proceeds i n a clockwise 
d i r e c t i o n , w h i l e on the other t h r e e , the loops take an a n t i - c l o c k -
wise course; but t h i s seems a minor d i f f e r e n c e i n comparison w i t h 
the basic s i m i l a r i t i e s of the designs. A s p i r a l h i p i s v i s i b l e 
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on the mount from Peterborough and on the unprovenanced mount, 
and i t i s l i k e l y t h a t t h e r e was o r i g i n a l l y a s p i r a l h i p on the 
Kemsley Downs mount t o o , which has since worn away. 6 I t does 
not seem l i k e l y , however, t h a t there was once a s p i r a l h i p on 
the L i n c o l n mount. Here, the rid g e s down the centre of the 
body, which were o r i g i n a l l y i n f i l l e d w i t h n i e l l o , 7 continue i n t o 
the wider p o r t i o n of the body, immediately behind the head, which 
i s where a s p i r a l h i p would have been s i t u a t e d . 
The secondary d e t a i l s of the bronze mounts i n the B r i t i s h 
Museum, such as the legs and t a i l s , do vary i n f u n c t i o n and 
appearance. The d e t a i l s of the design on the Kemsley Downs mount 
are not c l e a r enough t o be e f f e c t i v e l y analysed. The two f r o n t 
legs on the Peterborough mount both emerge from the s p i r a l h i p , 
although one i s considerably more s u b s t a n t i a l than the o t h e r , 
proceeding d i a g o n a l l y across the mount t o terminate i n the f a r 
l e f t hand corner. No f e e t are present, although the ornament 
l i n e s r e p r e s e n t i n g the f r o n t legs both terminate i n round lobes. 
I n the centre of the mount, the narrowing body s p l i t s i n t o two 
i n t e r l a c i n g t e n d r i l s . One of them, which i s comparatively s h o r t , 
terminates i n a round lobe and probably represents a t h i r d l e g . 
The other takes the form of a t h i n , f i l i f o r m element, which loops 
around the creatures' body, and whose t e r m i n a t i o n cannot be d i s -
t i n g u i s h e d . This presumably represents the t a i l . 
On the unprovenanced mount, a f r o n t l e g and a back l e g are 
represented, which i n d i c a t e s t h a t the body of the beast i s depicted 
i n a standard, p r o f i l e view. The f r o n t l e g , as on the Peter-
borough mount, springs from the s p i r a l h i p , and proceeds d i a g o n a l l y 
across the mount. An angular bend i n the ornament l i n e marks the 
knee j o i n t , and the l e g terminates, i n a f o o t , w i t h two, long toes. 
The s u b t r i a n g u l a r h i p j o i n t , p o s i t i o n e d i n the centre of the mount, 
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which represents the back h i p , i s p a r a l l e l e d i n Scandinavian 
Urnes designs. The back l e g terminates when i t meets the 
outermost ornament l i n e on the mount, and no f o o t i s represented. 
The remaining i n t e r l a c i n g t e n d r i l s have no zoomorphic character. 
They emerge randomly from the ornament l i n e s forming the animal's 
body, loop around the body, and also form a roughly c i r c u l a r 
shape outside the l i n e s of the c r e a t u r e , t o emphasise the c i r c u l a r 
nature of the composition as a whole. They terminate i n round 
lobes. 
The secondary d e t a i l s on the mount from L i n c o l n are not 
c l e a r l y depicted. However, i t seems t h a t three legs are present 
i n the design. The f i r s t emerges from the place where a s p i r a l 
h i p i s s i t u a t e d on the other mounts of the group, t h a t i s t o say, 
from the widening of the body, immediately behind the head. I t 
i s t e n d r i l - l i k e , and weakly drawn. I t bends a t the knee j o i n t , 
and terminates i n a two-toed f o o t , beside the head of the c r e a t u r e . 
I t i s reminiscent of the less s u b s t a n t i a l f r o n t l e g on the Peter-
borough mount, which f o l l o w s the same shape, and terminates i n a 
s i m i l a r p o s i t i o n . A second l e g emerges from j u s t behind the. 
f i r s t one. The i n t e r l a c i n g i s not s u f f i c i e n t l y c l e a r t o a l l o w 
one t o t r a c e i t w i t h any c e r t a i n t y , but i t probably proceeds 
s t r a i g h t down the mount, loops round the body once, and terminates 
i n an ungainly f o o t , w i t h two; wide toes. The remaining i n t e r -
l a c i n g t e n d r i l s do not terminate i n f e e t , and appear t o both emerge 
from the body i t s e l f , and e x t e r n a l l y of the major ornament l i n e s . 
The f i r s t t e n d r i l t h a t emerges from the body, which p o s s i b l y repre-^ 
sents the t h i r d l e g , loops round the creature and terminates next 
t o the ear of the animal, thus balancing the f o o t of the f r o n t l e g , 
which terminates next t o the other ear. E v e n t u a l l y , the body 
swells i n the centre of the mount, p o s s i b l y a loose r e p r e s e n t a t i o n 
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of a back h i p j o i n t , and then i t s e l f becomes an i n t e r l a c i n g 
t e n d r i l , whose t e r m i n a t i o n i s d i f f i c u l t t o p i n p o i n t . This 
d i f f i c u l t y i n i n t e r p r e t i n g the i n t e r l a c i n g t e n d r i l s on the 
L i n c o l n mount d i s t i n g u i s h e s i t from the other mounts i n the 
group, whose designs are considerably c l e a r e r . 
I n s h o r t , there i s some v a r i e t y between the l e g s , t a i l s 
and i n t e r l a c i n g t e n d r i l s on the f o u r mounts i n the B r i t i s h 
Museum group, although c e r t a i n d e t a i l s are repeated on two, 
t h r e e , or a l l of the mounts, and other f e a t u r e s of the designs 
on i n d i v i d u a l mounts are reminiscent of f e a t u r e s found on others 
i n the group. For example, f e e t w i t h two, long toes are found 
on the L i n c o l n and unprovenanced mounts; the f r o n t legs of the 
Peterborough, Kemsley Downs, and L i n c o l n mount creatures are 
reminiscent of each other i n shape and p o s i t i o n i n g ; the animals 
on the Peterborough,Lincoln and unprovenanced mounts a l l have a 
s t r o n g l y drawn f r o n t l e g , which proceeds s t r a i g h t across the 
mount, and so on. However, the s i m i l a r i t i e s and d i f f e r e n c e s 
between the secondary d e t a i l s on the f o u r mounts do not seem so 
s i g n i f i c a n t , when one considers the s i m i l a r i t y of the general 
impression of the designs. The general theme of the d e c o r a t i o n 
on a l l f o u r mounts i s t h a t a creature w i t h a p r o t r u d i n g head, 
t h a t i s canine i n appearance, has a s p i r a l loop formed of broad 
ornament l i n e s as a.body'i w i t h which l e g s , t a i l s and a d d i t i o n a l 
t e n d r i l s formed of narrower ornament l i n e s may i n t e r l a c e and loop. 
Even the more emphasised of the s t r a i g h t f r o n t l e g s , such as t h a t 
on the Peterborough mount, do not d e t r a c t from the c i r c u l a r 
natures of the compositions as a whole. The mount of no known 
provenance seems to be the most d i s t i n c t i v e of the f o u r mounts, 
due t o the c l a r i t y of i t s design, the clockwise l o o p i n g of the 
body, and the absence of a s u b t r i a n g u l a r frame; but i t i s s t i l l 
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an i n t e g r a l p a r t of t h i s group of metalwork, as i s evidenced by 
the many s i m i l a r i t i e s i n the conception of the design, which i t 
bears w i t h the other t h r e e . 
A l l f o u r of the B r i t i s h Museum group of mounts have been 
known t o scholarship f o r some t i m e . 8 However, t h e r e are f i v e 
more Urnes s t y l e bronze mounts i n England, of which t h r e e , i n 
p a r t i c u l a r , bear close comparison w i t h the B r i t i s h Museum group, 
and are En g l i s h Urnes s t y l e o b j e c t s . A l l t h r e e are recent d i s -
c o v e r i e s . I n 1963, a bronze mount was found d u r i n g excavations 
at Tynemouth P r i o r y ( c a t . n o . 6 ) 9 ; another mount was found by the 
L i n c o l n Archaeological Trust i n 1974 (cat.no.7); and a t h i r d 
mount was found by a metal d e t e c t o r e n t h u s i a s t , near Sedgeford i n 
N o r f o l k , i n 1978 ( c a t . n o . 5 ) . 1 0 
Of these recent d i s c o v e r i e s , the two from Tynemounth.and 
Sedgeford, c l o s e l y resemble the B r i t i s h Museum group i n shape and 
s i z e , as w e l l as i n s t y l e . They are both openwork pieces, and 
n e i t h e r of them has any frame t h a t i s e x t e r n a l t o t h e i r ornamenta-
t i o n . I n t h i s , they resemble the unprovenanced mount i n general 
aspect. Both the Tynemouth and the Sedgeford mounts are s l i g h t l y 
smaller than the mounts i n the B r i t i s h Museum group, measuring 
3.9 cms. and 4.25 cms. i n l e n g t h r e s p e c t i v e l y , and 2.4 cms. and 
2.65 cms. i n w i d t h . The smallest mount i n the B r i t i s h Museum 
group was the unprovenanced one, which was 4.6 cms. long and 2.8 
cms. wide. 
The Tynemouth and Sedgeford mounts d i f f e r considerably i n 
terms of t e c h n i c a l s k i l l and a r t i s t i c a b i l i t y , but t h e i r designs 
are drawn from the same source of i n s p i r a t i o n . The composition 
of the Tynemouth mount i s b a s i c a l l y s i m i l a r t o the others i n the 
group, i n t h a t i t i s comprised of the loo p i n g body of a r i b b o n 
beast w i t h a protruding animal head. However, the head i s p o s i -
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t i o n e d o f f - c e n t r e , a t the top of the mount, and i s a t y p i c a l i n 
character. I t has a round, prominent cheek, which d i f f e r e n -
t i a t e s i t from the elongated animal heads on the other mounts 
i n the group. Two extensions, one round-ended and one square-
ended, appear t o represent the f o l d e d backwards and downwards 
nose extensions of the t y p i c a l Scandinavian Urnes animal heads, 
and i n d i c a t e t h a t , l i k e them, the head i s viewed i n p r o f i l e . 
Although the Tynemouth animal's head seems t o be an i m i t a t i o n of 
a Scandinavian p r o t o t y p e , i t i s p o s s i b l e t h a t c e r t a i n c h a r a c t e r i -
s t i c s , such as the rounded cheek, may be the r e s u l t of a l o c a l 
r e i n t e r p r e t a t i o n of the m o t i f . The eye i s not e a s i l y l o c a t e d , 
but i t i s moulded as a round eye, w h i l e two, f a i n t l y i n c i s e d 
l i n e s behind i t give i t an o v e r a l l almond shape. 1 1 I n t h i s , i t 
resembles both the round, bulbous eyes of the B r i t i s h Museum 
group of mounts, and the elongated, almond shaped eyes g e n e r a l l y 
found i n Scandinavia. 
The t h i n neck of the c r e a t u r e emerges from behind the eye, 
p o s i t i o n e d as i f i t were an ear extension, r a t h e r than the animal's 
body. The body then commences a s p i r a l loop, very reminiscent of 
the designs on the other mounts of the group. However, the loop 
i s not completed. The craftsman makes use of the same idea found 
on the Peterborough mount, i n t h a t a l e g , formed of s t r o n g , s t r a i g h t , 
ornament l i n e s , proceeds d i a g o n a l l y across the mount, t o terminate 
when i t meets the outermost ornament l i n e of the mount. However, 
i n t h i s case, the " s p i r a l " loop only completes h a l f of i t s course, 
before a b r u p t l y changing d i r e c t i o n and forming the lo n g , s t r a i g h t 
l i n e s of the hi n d l e g . Consequently, two narrower t e n d r i l s are 
found, forming the e x t e r n a l l i n e s of the design as a whole, and 
f i n a l l y producing an oval shaped mount. Two hips are represented 
on the mount. The f r o n t h i p i s formed where the body s w e l l s , and 
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by a complicated arrangement, a l e g emerges, i n the form of a 
narrow t e n d r i l , and crosses the mount widthwise, t o terminate 
when i t meets the outermost ornament l i n e . Immediately a f t e r 
the abrupt change of d i r e c t i o n of the loop of the body, a sub-
t r i a n g u l a r back h i p j o i n t i n t e r r u p t s the lon g , s t r a i g h t l i n e , 
which d i a g o n a l l y crosses the mount. The hind l e g proceeds t o 
continue the s t r a i g h t l i n e , w h i l e a narrow t e n d r i l , p o s s i b l y 
r e p r e s e n t i n g a t a i l , a l s o emerges, and apparently forms one of 
the e x t e r n a l , ornament l i n e s t h a t provide the oval shape. 
Although the Tynemouth mount i s simpler than others i n the 
group, i n t h a t the craftsman does not make use of so many ornament 
l i n e s , and uses narrow t e n d r i l s m i n i m a l l y , and never as i n t e r -
l a c i n g elements, the design of the mount i s not c l e a r . The head, 
w i t h i t s unusual nose and mouth extensions, lacks the c l a r i t y of 
the heads on the other mounts w i t h t h e i r canine appearances; the 
f r o n t l e g does not c l e a r l y emerge from the f r o n t h i p , and the two 
s h o r t , narrow t e n d r i l s i n the centre of the mount are of i n d i s t i n c t 
character. 
There are no d i r e c t p a r a l l e l s f o r the Tynemouth mount, but i t 
c l e a r l y springs from the same t r a d i t i o n as the other bronze mounts 
i n t h i s group. Apart from the a t y p i c a l head, which i s viewed i n 
p r o f i l e , r a t h e r than seen from above, the design i s a less compe-
t e n t rendering of the m o t i f of a r i b b o n beast w i t h a s p i r a l loop 
forming the body, and i n t e r l a c i n g w i t h t h i n n e r t e n d r i l s , i n t h i s 
case, e v o l v i n g from the t a i l of the cr e a t u r e . 
The r i v e t holes of the Tynemouth and Sedgeford mounts are 
s i m i l a r i n char a c t e r , and d i f f e r from those of the B r i t i s h Museum 
group. I n both cases, they occur as three round extensions, 
appended a t i n t e r v a l s to- the r i b b o n body of the c r e a t u r e . How-
ever, they are f a r more s k i l f u l l y i ncorporated i n t o the design on 
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the Sedgeford mount, where t h i n , i n t e r l a c i n g t e n d r i l s loop 
around the body of the creature a t t h r e e , r e g u l a r i n t e r v a l s , 
and holes have been d r i l l e d through the centre of the loops, 
e x t e r n a l l y of the body, t o act as r i v e t holes. I n t h i s way, 
the r i v e t holes are an i n t e g r a l p a r t of the design, and do not 
d i s t u r b the u n i f o r m i t y of the p a t t e r n . Because of the i r r e -
g u lar shape of the body on the Tynemouth mount, the craftsman 
was unable t o p o s i t i o n h i s r i v e t holes a t r e g u l a r i n t e r v a l s . 
I n t h i s case, they occur as v i s i b l e appendages, and p l a y no p a r t 
i n the design as a w h o l e . 1 2 None of the B r i t i s h Museum group 
of mounts have r i v e t holes appended t o , or as p a r t o f , the design, 
w i t h the exception of the unprovenanced mount. On the l a t t e r 
o b j e c t , r i v e t holes may have been inc o r p o r a t e d i n t o the design i n 
the same manner as on the Sedgeford mount, but i t i s impossible 
t o be c e r t a i n (below p.125). The other t h r e e mounts e i t h e r have 
a concealed r i v e t h o l e , d r i l l e d through the p l a t e , which i s l o c a -
te d a t r i g h t angles t o the base of the s u b - t r i a n g u l a r frame; o r , 
simply, traces of i r o n r i v e t s on the base p l a t e ; or r i v e t holes 
d r i l l e d through the ornamentation on the surface of the mount, a t 
the base of the t r i a n g l e , (below p . l 2 3 f l 2 4 ) . 
The Sedgeford mount i s a f i n e p i e c e , the design of which i s 
w e l l balanced, although asymmetrical. Instead of a s p i r a l loop 
t o represent the body, the r i b b o n body forms an almost p e r f e c t 
c i r c l e , when the t a p e r i n g l i n e s of the h i n d l e g t r a v e r s e the 
creature's neck, immediately behind the p r o t r u d i n g animal head. 
The s p i r a l h i p occurs s l i g h t l y f u r t h e r along the l e n g t h of the 
body, than i t does on the unprovenanced mount. The body swells 
a t t h i s p o i n t , t o a small degree. A f r o n t l e g emerges, represen-
ted by a narrow t e n d r i l - l i k e l i n e , which f o l l o w s the body o u t l i n e 
f o r a sh o r t d i s t a n c e , before bending back sharply on i t s e l f , and 
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t e r m i n a t i n g i n a f o o t , the d e t a i l s of which are concealed. 
The r i b b o n body continues the c i r c u l a r shape, changes d i r e c -
t i o n very s l i g h t l y t o mark the emergence of the back l e g , 
tapers as i t crosses the neck t o complete the c i r c l e , and 
terminates i n a f o o t , w i t h a rounded h e e l , and two, long toes. 
A t a i l also emerges from the body, immediately p r i o r t o the 
ta p e r i n g of the back l e g . I t loops once, around the cr o s s i n g 
p o i n t of the hind l e g and neck, and terminates i n a round lobe. 
The a d d i t i o n a l narrow t e n d r i l s , which loop around the body i n 
three p l a c e s , and in c o r p o r a t e the three r i v e t holes i n t o the 
design, are not zoomorphic i n character, occurring, independently 
o f the creature. 
The head of the creature on the Sedgeford mount i s compara-
t i v e l y longer than the heads on the other mounts i n the group. 
The head measures 1.8 cms. i n l e n g t h , and the whole mount measures 
only 4.25 cms. i n l e n g t h . I t i s s i m i l a r i n char a c t e r , however, 
t o other heads i n the group, i n t h a t i t i s seen from above, and 
i s canine i n appearance. I t has t r i a n g u l a r ears f l a t t e n e d on 
i t s neck, l a r g e , bulbous, almond-shaped eyes, and a prominent nose 
r i d g e . A V-shaped f e a t u r e below the eyes would seem t o represent 
a v e r t i c a l view of the f o l d e d backwards and downwards nose exten-
t i o n s , found on the t y p i c a l Scandinavian Urnes heads t h a t are 
viewed i n p r o f i l e . The end of the head has two extensions a t 
e i t h e r side which have been broken o f f . I t seems f a i r l y c e r t a i n 
t h a t there was o r i g i n a l l y a r i v e t hole appended t o the snout of the 
animal, of which these two extensions are the only remains. I n 
t h i s respect, the Sedgeford mount corresponds t o the mounts i n the 
B r i t i s h Museum, which have s u b t r i a n g u l a r frames. They, a l s o , 
have a c i r c u l a r l u g , w i t h a d r i l l e d c e n t r a l h o l e , which acts as a 
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r i v e t h o l e , a f f i x e d t o the apex of the s u b t r i a n g u l a r frame, 
immediately beyond the snouts of the animal heads on the mounts. 
I t i s evident from the comparative study above t h a t these 
s i x mounts are very s i m i l a r i n design, and may be sai d t o be 
decorated i n the same o v e r a l l s t y l e . Although there are no 
d i r e c t p a r a l l e l s f o r the ornamentation of these mounts i n Scandi-
navia, (nor, indeed, f o r the Urnes s t y l e occuring on t h i s type of 
o b j e c t ) , nevertheless, many of the a t t r i b u t e s of the Scandinavian 
Urnes s t y l e , as o u t l i n e d i n the analyses i n p a r t one, also occur 
i n the decora t i o n of the mounts described above. 
For example, on each of the mounts, the design i s composed 
of broad and t h i n ornament l i n e s , which are arranged on a p l a i n 
or openwork background. Two of them have p l a i n backgrounds 
(cat.nos.1-2), and f o u r are executed i n openwork,; This was a f e a t u r e of 
_th~e\ Scandinavian -Urnes s t y l e . : Sotoo,"was the asymmetry-pf the p i e c e s . A l l 
s i x mounts have asymmetrical designs, although the r i g i d i t y 
imposed by the f u n c t i o n a l shape of the obj e c t s minimises the 
sub t l e sense of movement noted on Urnes stave church. The r i b b o n 
bodies of a l l s i x creatures s w e l l and taper g e n t l y t o produce an 
impression of fl u e n c y of curve and smoothness of design, although 
the ornament l i n e s on d i f f e r e n t mounts s w e l l and taper t o d i f f e r e n t 
degrees. There are only very s l i g h t v a r i a t i o n s i n the body w i d t h 
of the cr e a t u r e on the Sedgeford mount, f o r example, while the l i n e s 
of the cr e a t u r e on the Peterborough mount s w e l l and taper t o a 
greater e x t e n t . Any dents i n the body o u t l i n e s are s m a l l , as they 
were on the Scandinavian examples, and are normally confined t o the 
back h i p j o i n t s on t h i s group of o b j e c t s . 
However, another basic p r i n c i p l e of Scandinavian Urnes s t y l e 
designs i s t h a t the ornament l i n e s are arranged i n i n t e r p e n e t r a t i n g 
and u n a x i a l loop schemes. These f i g u r e - o f - e i g h t and m u l t i - l o o p 
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schemes are not encountered on the E n g l i s h Urnes mounts, l a r g e l y 
due t o the l i m i t a t i o n s of space, but also because only one 
creature i s depicted i n each case. Unlike the Scandinavian 
versions of the i n t e r t w i n i n g t e n d r i l s , i n England, t e n d r i l s 
normally emerge from the limbs or t a i l of the primary c r e a t u r e , 
when they are independent of the r i b b o n animal, they never have 
a zoomorphic character. Consequently, the ornamental impact of 
the i n t e r t w i n i n g t e n d r i l s i s lessened i n England, and they tend 
t o f u l f i l l f u n c t i o n a l r o l e s . For i n s t a n c e , the non-zoomorphic 
t e n d r i l t h a t loops round the body of the creature on the Sedgeford 
mount incorporates t h r e e r i v e t holes i n t o the design, r a t h e r than 
forms la. loop scheme of the Scandinavian type. Although i n t e r -
t w i n i n g t e n d r i l s loop round the r i b b o n body of the animal on the 
L i n c o l n mount, they do so i n d i s t i n c t l y , and do not form loop 
schemes as such. The same a p p l i e s t o the ornament of the Peter-
borough mount. Thinner t e n d r i l s on the unprovenanced mount form 
the outermost c i r c u l a r shape of the o b j e c t , thus r e p e a t i n g the 
shape o f the animal body, but no loop schemes of the Scandinavian 
type are present. 
Thus, i n England, t h i n , i n t e r l a c i n g t e n d r i l s are used 
d i f f e r e n t l y from t h e i r counterparts i n Scandinavian Urnes designs. 
They normally have no independent l i f e , but emerge, i n s t e a d , from 
the r i b b o n creatures' limbs or t a i l . Even when they are indepen-
dent of the main animal ornament, they are never zoomorphic i n 
character, and i t i s u s u a l l y d i f f i c u l t t o l o c a t e t h e i r p o i n t s o f 
commencement and t e r m i n a t i o n . I n t h i s way, the r i b b o n animal i s 
the only dominant f e a t u r e of the design. I n a d d i t i o n , the i n t e r -
t w i n i n g t e n d r i l s f u l f i l l mostly f u n c t i o n a l r o l e s , and they do not 
[ form loop schemes of the Scandinavian type. The changing r o l e of 
the i n t e r t w i n i n g t e n d r i l i n England i s p a r t i c u l a r l y w e l l demonstrated 
86 
on the l a r g e r L i n c o l n mount ( see below p.93 —94). The absence o f 
loop schemes and the d i f f e r e n t usage of i n t e r t w i n i n g t e n d r i l s 
mark the main p o i n t s of departure from the Scandinavian s t y l e . 
However, the r i b b o n bodies themselves do form s p i r a l or 
c i r c u l a r loops, which tend t o be wide and open. They have a 
g e n e r a l l y l a r g e radius of curve, which decreases g r a d u a l l y 
towards the centre of the mount. They comply i n s h o r t , w i t h 
i n d i v i d u a l loops found i n Scandinavian Urnes designs. As the 
s i x mounts described above are so s i m i l a r i n appearance and d e t a i l , 
i t i s t o be expected t h a t t h e i r curvature p a t t e r n s w i l l also be 
very s i m i l a r . The Sedgeford mount was selected f o r curvature 
a n a l y s i s i n order t o e s t a b l i s h the r e l a t i o n s h i p of the Scandinavian 
and E n g l i s h Urnes designs by c u r v a t u r e . 
The decoration of the Sedgeford mount was drawn out as i n 
f i g . G . i , using s i n g l e l i n e s t o d e p i c t i n t e r t w i n i n g t e n d r i l s and 
minor ornamental d e t a i l s such as the f e e t , but double l i n e s t o 
d e p i c t the edges of the r i b b o n body i t s e l f . A l l the breaks i n 
the ornament l i n e s are present i n the design, no a r t i f i c i a l breaks 
being necessary. As was done w i t h the animals on Urnes stave 
church, a l l the l i n e s present i n the drawing are juxtaposed 
( f i g . G . i i ) , and i t was immediately apparent t h a t they conform very 
c l o s e l y . The most common type of ornament l i n e i s the bow-shaped 
curve, which, as at Urnes, may have s l i g h t changes of radius along 
i t s l e n g t h , but the radius remains continuously l a r g e . I n other 
iwords, there are no t i g h t c i r c l e s or sudden changes of d i r e c t i o n . 
iThe smallest curve r a d i u s , w i t h the exception of the eyes, i s found 
i 
on the s p i r a l h i p . However, the s p i r a l h i p on the Sedgeford mount 
i 
i s so s i m p l i f i e d t h a t i t i s d i f f i c u l t t o p i c k out among the j u x t a -
posed ornament l i n e s , and c e r t a i n l y conforms w i t h the general 
p a t t e r n . There are three ornament l i n e s present which are r e m i n i -
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Figure G. 
i . Animal on Sedgeford mount, prepared f o r curvature analys 
i i . Ornament l i n e s of the animal on the Sedgeford mount are 
- juxtaposed 
scent of the hooked l i n e s common i n Ringerike s t y l e designs. 
However, they do not terminate i n s t r a i g h t sections of l i n e as 
they d i d on the St.Paul's Churchyard stone, but i n s t e a d , they 
continue c u r v i n g , the radius being l a r g e r than the "hook", but 
the c o n t r a s t being minimised. I f the drawings of the j u x t a -
posed ornament l i n e s of the Urnes animals ( f i g . D . i i ) are com-
pared w i t h those of the Sedgeford creature ( f i g . H . i i ) . ,the s i m i -
l a r i t y i s s t r i k i n g . Whatever d i f f e r e n c e s between Scandinavian 
and E n g l i s h Urnes s t y l e s may be found using the methods o f 
d e s c r i p t i v e and formal a n a l y s i s , a n a l y s i s by curvature shows 
them, i n d i s p u t a b l y , t o belong t o the same s t y l i s t i c category. 
As w i t h Scandinavian Urnes s t y l e , the eyes of the Sedgeford 
animal are exceptions t o the curvature p a t t e r n . I t must be 
admitted t h a t the Sedgeford head conforms more c l o s e l y w i t h the 
Scandinavian s t y l e than the other mounts i n the group, and t h a t , 
although the ribbon body of the animal on the unprovenanced mount 
produces the same curvature r e s u l t s as the Sedgeford animal, the 
head does not lend i t s e l f so e a s i l y t o curvature a n a l y s i s . I n 
j u s t the same way as the eyes and s p i r a l h i ps of Urnes s t y l e 
animals i n Scandinavia are r e t a i n e d from e a r l i e r s t y l e groups as 
decorative f e a t u r e s , and become archaic elements i n c o r p o r a t e d i n -
to the design, i t seems l i k e l y t h a t the commonest type o f E n g l i s h 
Urnes s t y l e head i s also an archaic E n g l i s h f e a t u r e , re-used i n 
the Urnes p e r i o d . 
Except f o r the anomalous Tynemouth head, the E n g l i s h Urnes 
s t y l e heads are seen from above, i n s t e a d of i n p r o f i l e . When 
heads are seen from above on Scandinavian a r t e f a c t s and monuments, 
they tend t o be o v e r - s i m p l i f i e d , even crude, renderings o f an 
animal head. 1 3 I n England, however, the heads are d e t a i l e d and 
play a prominent p a r t i n the design. The c l o s e s t Scandinavian 
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p a r a l l e l f o r the E n g l i s h Urnes s t y l e animal heads i s t o be 
found on a Gotlandic s t r a p d i s t r i b u t o r ( p i . 5 3 ) . The three 
animal heads oh t h i s o b j e c t are seen from above, and are l o n g , 
w i t h square-ended snouts. However, they tend towards s t y l i -
s a t i o n , which i s f u r t h e r demonstrated by the r i b b o n bodies of 
the three c r e a t u r e s , which form f i g u r e - o f - e i g h t loop schemes 
of the" Scandinavian type. The head on the Sedgeford mount 
bears the c l o s e s t r e l a t i o n s h i p t o the heads on the Gotlandic 
o b j e c t . I t has the same V-shaped f e a t u r e across the nose, 
which represents the f o l d e d backwards and downwards nose ex-
tensions when seen from above. I t also has almond-shaped eyes, 
but they are bulbous i n the manner of the other E n g l i s h mounts, 
and t h e i r shape i s n o t so exaggerated as on the Scandinavian 
versions. 
I t seems t h a t the o r i g i n s of the heads on t h i s group of 
E n g l i s h Urnes s t y l e mounts are mixed. Although the s i m i l a r i -
t i e s between the heads on the Gotlandic s t r a p d i s t r i b u t o r and 
the Sedgeford mount suggest a close ornamental connection, the 
Gotlandic o b j e c t i s p a r t i c u l a r l y d i s t i n c t i v e amongst the Scan-
dina v i a n m a t e r i a l , and i s not n e c e s s a r i l y r e p r e s e n t a t i v e of a 
Scandinavian type. I n a d d i t i o n , heads on the other E n g l i s h 
Urnes s t y l e mounts do not bear any close resemblance t o the heads 
on the Gotlandic s t r a p d i s t r i b u t o r . They tend t o be broader, 
and t o terminate i n broad snouts. The d e t a i l s of the heads are 
c l e a r l y depicted and less s t y l i s e d , which produces the n a t u r a -
l i s t i c , canine appearance, found on the unprovenanced mount i n 
p a r t i c u l a r . The bulbous eyes are considerably more prominent 
than the eyes of comparable Scandinavian examples, and are round 
as o f t e n as they are almond-shape. Hence, Wilson's a s s e r t i o n 
t h a t the prototype of the E n g l i s h Urnes s t y l e mounts i s demonstrated 
8? 
by such objects as the Gotlandic s t r a p d i s t r i b u t o r i s not 
completely acceptable, although c e r t a i n s i m i l a r i t i e s are 
u n d e n i a b l e . l h 
Amongst e a r l i e r i n s u l a r m a t e r i a l , the animal heads on a 
gold f i n g e r r i n g from Fishergate i n York p a r a l l e l t h a t 
on the unprovenanced mount almost e x a c t l y . The r i n g was an 
u n s t r a t i f i e d , s i n g l e f i n d i n York, and i t s date i s d i f f i c u l t t o 
a s c e r t a i n . Professor Cramp has suggested t h a t the animals are 
of the type found on a l a t e n i n t h century Anglian cross from 
Collingham, and proposed a l a t e n i n t h or e a r l y t e n t h century 
date f o r the r i n g . 1 5 The t a i l s of the animals are reminiscent 
of the t a i l s and f o l i a t e d e t a i l s on the n i n t h century Aet h e I s w i t h 
r i n g 1 6 and P o s l i n g f o r d r i n g . 1 7 The two animals on the F i s h e r -
gate r i n g are c l a s p i n g a man's head between t h e i r paws, but t h i s 
m o t i f i s an ancient one i n Germanic a r t , 1 8 and cannot be used as 
d a t i n g evidence, although Professor Cramp suggests t h a t i t may be 
a reference t o the legend of St.Edmund 1 9(in t h i s case). 
A r i n g t e r m i n a l from Skeldergate i n Y o r k 2 0 i s decorated w i t h ( p i . 6 4 a ] 
r e l i e f ornament which includes an animal head seen from above, and 
two, addorsed b i r d s . Although the head resembles the E n g l i s h 
Urnes s t y l e heads, the ob j e c t i s probably t e n t h c e n t u r y . 2 1 
The m o t i f o f an animal head seen from above, w i t h round eyes 
and pointed ears, i s t o be found on such wide-ranging Anglian 
ob j e c t s as the Witham p i n s 2 2 and a cross s h a f t from Sockburn, Co. 
Durham. 2 3 However, as the heads on the E n g l i s h Urnes s t y l e mounts 
serve as animal head te r m i n a l s f o r the o b j e c t s , they may be com-
pared w i t h the animal head te r m i n a l s on such a r t e f a c t s as a se r i e s 
of bronze s t r a p ends i n the B r i t i s h Museum, p a r t i c u l a r l y those from 
Youlgreave, D e r b y s h i r e . 2 ^ I t may be t h a t the animal heads on the 
En g l i s h Urnes mounts are l a t e r versions of the same idea as was 
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prevalent i n the ninth and tenth centuries on t h i s type of 
functional object. I t seems that, on these s i x mounts, the 
most d e f i n i t i v e part of the ornament, the animal head, reveals 
a range of s t y l i s t i c influences, varying from d i s t i n c t l y Anglian, 
as on the unprovenanced mount, to an evident awareness of the 
Scandinavian s t y l e , as on the Sedgeford mount. 
Some other aspects of the Scandinavian Urnes s t y l e are 
present, although l e s s i n evidence, on the English Urnes mounts. 
For instance, some d e t a i l s of the English designs conform to 
those found i n Scandinavian examples, such as the s p i r a l hips, 
the subtriangular back hip j o i n t s , the round lobe terminations, 
and, where they occur, the almond-shaped eyes, and the feet with 
two long toes and rounded heels. Also, since the loops, formed 
by the ribbon bodies i n p a r t i c u l a r , tend to be open, the back-
ground becomes encircled and becomes part of the design, and 
there i s an awareness of the contrast between different l i n e 
widths and the p l a i n or open background. However, as the designs 
are complex for the s i z e of the objects, and the intertwining 
t e n d r i l s do not always form open loops, t h i s relationship of the 
ornament to the background i s l e s s marked i n English designs. 
Although certain shapes are repeated on the English mounts such as 
the s p i r a l hips and the s p i r a l loops of the bodies, the English 
designs tend to be l e s s s t r i k i n g l y homogeneous than the Scandinavian. 
These s i x mounts, then, typify what may be termed "English 
Urnes s t y l e " . The st y l e i s found on one other object i n England, 
a newly discovered mount from Lincoln, which i s perhaps the f i n e s t 
version of t h i s d i s t i n c t i v e s t y l e known so f a r . 
The larger Lincoln mount (cat.no.7) measures 6.1 cms. by 3.2 cms. 
and i s subrectangular i n shape. The craftsman was able to decorate 
the mount more fr e e l y as a r e s u l t of the greater amount of space 
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available to him, and the s l i g h t l y l e s s prohibitive shape of 
the object. The design incorporates fi v e separate creatures, 
of which one i s larger than the other four. The animals are 
also caught up i n intertwining t e n d r i l s which bind the composi-
tion together. Consequently, there are three different l i n e 
widths present, which produces' a complex design. 
In many ways, the mount i s d i r e c t l y comparable to the s i x 
described above. For example, a l l f i v e creatures have heads 
which are canine i n appearance, and t y p i c a l of the English Urnes 
s t y l e . The four smaller versions of the head are almost exact 
p a r a l l e l s to the head on the uhprovehanced mount. They are long 
and narrow, with s l i g h t l y square-ended snouts, protruding almond-
shaped eyes, and triangular ears, flattened on the i r necks. The 
head of the largest creature protrudes from the centre, along one 
edge of the mount, and r e c a l l s the protruding heads on the B r i t i s h 
Museum group, and on the Sedgeford mount. The largest head has 
round, bulbous eyes, as was the case on others i n the group. The 
body of the primary creature follows a s i m i l a r course to the ribbon 
bodies of the animals on the other mounts i n that a s p i r a l hip 
occurs immediately behind the head, from which a t e n d r i l - l i k e front 
leg emerges, and the body then loops round. However, i t swells 
into a subtriangular hip j o i n t , from which emerges a back leg, which 
proceeds s t r a i g h t down the mount, to balance the protruding head, 
instead of continuing the curve to form a s p i r a l loop. 
The four smaller creatures are engaged i n combat, i n which they 
bite each others bodies. The combat motif i s not frequently found 
i n the English Urnes period. U n t i l the discovery of t h i s piece i n 
1974, the only English piece with a c l e a r combat motif was the g i l t -
bronze brooch from Pitney i n Somerset (cat.no.12), which i s , anyway, 
a very d i s t i n c t i v e piece among the English metalwork. With the 
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recovery of the larger mount from Lincoln, which can be readily 
related to the other English Uraes s t y l e metal work, we have 
evidence that the combat motif was not a foreign element to the 
English Uraes s t y l e . I t may be only due to the r e s t r i c t i v e s i z e 
of the smaller mounts, that the metalworkers omitted to depict a 
combattant to the primary creature. 
There does seem to have been a reinterpretation of the t y p i -
c a l combat scene found on Scandinavian Urnes material, when i t 
occurs on the larger mount from Lincoln. The difference i s that 
i n Scandinavia, the secondary combatting creature usually takes 
the form of an i n t e r l a c i n g t e n d r i l , with a crudely rendered head 
affixed to one end. This i s true of the commonest expression of 
the combat motif, which occurs on the Upplandic runestones. 2 5 
I n c i d e n t a l l y , i t i s also true of the Pitney brooch. However, on 
the new Lincoln mount, the primary creature i s not involved i n 
the combat scene at a l l . The four remaining creatures, which are 
bi t i n g each other, are f u l l y evolved examples of the English Urnes 
s t y l e animal with t h e i r canine heads, sinuous bodies, s p i r a l hips 
and t e n d r i l - l i k e limbs. The third element of the design on the 
larger Lincoln mount i s the intertwining t e n d r i l s , but these are 
inanimate. 
On Urnes stave church, the standing quadrupeds, the ribbon 
beasts and the zoomorphic, intertwining t e n d r i l s are a l l involved 
i n combat. A general pattern for the runestone material i s that 
a ribbon beast and an intertwining t e n d r i l of zoomorphic character 
are involved i n combat. On the English bronze mounts, the i n t e r -
twining t e n d r i l i s inanimate i n every case. I t s role i s deter-
mined by the needs of the animate parts of the design. I n other 
words, i t i s used to form a c i r c u l a r composition, i f the animal 
body does not adequately form t h i s i t s e l f ; i t i s used as a space 
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f i l l e r , to keep the design regularly balanced; i t i s used as a 
connective element, to connect the various parts of the design 
so that the work i s a coherent whole; i t s points of commencement 
and termination are r a r e l y c l e a r l y depicted, so that i t does hot 
detract.attention from the primary c r e a t u r e ( s ) . In short, on 
the English material, the intertwining t e n d r i l has no independency 
of the major elements of the design, and although i t makes a s i g n i -
f i c a n t contribution to the ov e r a l l e f f e c t of the design, i t plays 
a l e s s s i g n i f i c a n t part than the intertwining t e n d r i l s on the 
Scandinavian material. 
Thus, on the larger Lincoln mount, although, as at Uraes 
i t s e l f , there are three di f f e r e n t l i n e widths present, only the 
four smaller ribbon beasts are involved i n combat, and the major 
creature and the intertwining t e n d r i l s play no part i n the combat 
scene. This mount demonstrates that a version of the combat 
motif could be a feature of the English Urnes s t y l e . However, of 
the seven English Urnes s t y l e mounts known at the present time, i t 
i s the only one which depicts the combat motif, and i t must be 
admitted that the combat element was evidently not a major feature 
of the s t y l e i n England. I t would seem, at the present time, 
that i t has a l e s s e r role to play i n England than i t has i n Scandi-
navia. 
The i n t r i c a c y of the design on the larger Lincoln mount, and 
the vigour and spiritedness with which the f i v e creatures are 
depicted, demonstrate that t h i s i s the work of a craftsman thoroughly 
conversant with both the s t y l e and the medium i n which he i s working. 
I t i s a prime example of English Urnes s t y l e , and, i t s addition to 
the s i x si m i l a r mounts examined above, lends credence to the theory 
that the English Urnes s t y l e i s a s i g n i f i c a n t s t y l i s t i c category, 
which represents a l i v e l y : v a r i a t i o n of the Scandinavian s t y l e , and 
i s normally of a high, technical and a r t i s t i c standard. 
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Urnes s t y l e objects of English manufacture. 
This group of objects does not bear ornamentation of such 
a d i s t i n c t l y English type as the mounts above, but the suggestion 
i s , for. the reasons outlined i n the study below, that they are 
English products. 
There are two bronze mounts from Colchester (cat.no.8) and 
Wisbech (cat.no.9) which bear comparison with the above group. 
Both of these r e c a l l the designs on the Sedgeford and Tynemouth 
mounts, and the four i n the B r i t i s h Museum, i n several ways. In 
both cases, the design i s composed of a-ribbon beast, whose body 
forms a s p i r a l loop, which i s wide and open, and i s of a continu-
ously large, only s l i g h t l y varying radius. Both creatures have 
a s t r a i g h t , front leg which proceeds across the mount and termi-
nates oh the border, as was the case with the Peterborough, Kernsley 
Downs and unprovenanced mounts. The Wisbech creature has a front 
s p i r a l hip; and both creatures have subtriangular back hip j o i n t s , 
r e c a l l i n g the back hip j o i n t s on the Tynemouth, unprovenanced, and 
larger Lincoln mounts, although they are more emphatically delinea-
ted on the Wisbech and Colchester mounts. In both cases, thin 
intertwining t e n d r i l s emerge from the bodies of the creatures, 
possibly representing t a i l s . They loop round the body i n wide, 
open loops, and terminate i n round lobes. 
However, although the intertwining t e n d r i l s f u l f i l l the same 
functions as they did on the group of English Urnes s t y l e mounts, 
in the case of the Colchester example, the thin, looping t e n d r i l 
forms an asymmetrical, figure-of-eight loop scheme, such as those 
found at Urnes i t s e l f . This i s the f i r s t example of the loop 
schemes which were found to typify the Scandinavian s t y l e occurring 
on English material. 
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Another major difference between these two mounts and the 
English mounts already studied i s i n the depiction of the heads. 
In both cases, they are elongated, viewed i n p r o f i l e , have folded 
backwards and downwards nose extensions and shorter, lower l i p s , 
which terminate i n round lobes. Both of them also have almond-
shaped eyes, although the Colchester eye i s p a r t i c u l a r l y small. 
In t h e i r general character, the heads of both animals resemble 
the t y p i c a l Scandinavian Urnes s t y l e head, although the Colchester 
creature's.eye, and the Wisbech animal's ear are a t y p i c a l . The 
head of the Colchester animal i s thrown back on the long neck. 
The c l o s e s t p a r a l l e l for t h i s amongst the English material occurs 
on the Pitney brooch, but i t i s a feature frequently encountered 
on the Swedish runestone m a t e r i a l . 2 6 
The Wisbech animal's front and back legs terminate i n feet of 
a Scandinavian character. Both feet have rounded heels and two 
long toes, and the back foot, i n p a r t i c u l a r , gives the impression 
of standing on the frame. These two feet are without p a r a l l e l on 
the r e s t of the English examples of Urnes s t y l e bronze mounts. 
The foot of the creature on the mount of unknown provenance follows 
the Wisbech pattern, i n that i t i s a c l e a r l y delineated foot, which 
impinges upon the c i r c u l a r framework, but i t f a i l s to give the 
e f f e c t that i t supports the creature, by standing on the s o l i d 
border of the piece. The four combattants on the larger Lincoln 
mount also have feet with two, long toes, but they are l e s s empha-
t i c a l l y depicted; indeed, they are d i f f i c u l t to find i n the i n t r i -
cacies of the design. The Colchester creature has no front foot, 
and a back foot with two, long toes, which continues the straight, 
l i n e s of the back leg, and i s thus not a prominent feature. I n 
t h i s i t complies with the bulk of the English Urnes s t y l e metal-
work, on which l i t t l e attention i s paid to the feet. However, 
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Wilson's d e f i n i t i o n of the t y p i c a l Scandinavian Urnes s t y l e 
foot as having a rounded heel, and two bifurcated t o e s , 2 7 
p r e c i s e l y described the feet of the Wisbech animal. 
Both the Wisbech and the Colchester mounts have features 
in t h e i r designs, which are of i n d i s t i n c t character. The 
Wisbech mount has a short t e n d r i l positioned from the body, 
immediately below the front s p i r a l hip, to the c i r c u l a r frame. 
I t i s reminiscent of the short sections of thin t e n d r i l on the 
Tynemouth mount, which act as space f i l l e r s . I t also has a 
t e n d r i l , which emerges from the looping, intertwining t e n d r i l , 
and runs p a r a l l e l to i t for a short section, before terminating 
when i t meets the c i r c u l a r frame. This device i s not a r t i s t i -
c a l l y pleasing, and serves no apparent function. On the Col-
chester mount, an area adjacent to the back hip j o i n t i s f i l l e d 
i n , and from i t emerge thin t e n d r i l s . This, also, serves no 
apparent function. I t may be that i t represents a casting 
defect, and that i t should have been openwork, (below p.128 ) • 
Thus, the Wisbech and Colchester mounts demonstrate a f f i n i -
t i e s with both English and Scandinavian examples of the s t y l e . 
The double contouring of the body of the Wisbech animal i s pecu-
l i a r to the Wisbech mount; and the fac t that the area between 
the outermost ornament l i n e s of the Colchester creature and the 
oval frame i s not openwork, while the remainder of the design i s 
executed i n openwork, i s peculiar to the Colchester mount. The 
Wisbech mount has a c i r c u l a r frame, and the Colchester mount, an 
oval one, for which there are no p a r a l l e l s amongst the Scandina-
vian material. The Scandinavian openwork animal brooches, which 
are the closest p a r a l l e l s to t h i s second group of metalwork 
material, never have frames. The shape of the Colchester mount 
i s without p a r a l l e l amongst the English material, but the Pitney 
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brooch also has a c i r c u l a r frame. 
I t would seem l i k e l y that the Wisbech and Colchester 
objects were manufactured i n an Anglo-Scandinavian milieu 
in England. They bear many s i m i l a r i t i e s with the group of 
English Urnes s t y l e objects, p a r t i c u l a r l y i n t h e i r depiction 
of the ribbon bodies which form wide and open, s p i r a l loops; 
i n the use of the intertwining t e n d r i l as a non-zoomorphic 
element emerging from the animal body; and i n c e r t a i n d e t a i l s 
of the designs, such as the s t r a i g h t , front legs and the back 
hip j o i n t s . However, they also demonstrate a greater influence 
from the Scandinavian Urnes s t y l e than was noted on the English 
Urnes mounts. The asymmetrical, figure-of-eight loop scheme, 
formed by the intertwining t e n d r i l on the Colchester mount, i s 
p a r t i c u l a r l y s i g n i f i c a n t i n t h i s respect. I n addition, the 
heads on the Wisbech and Colchester a r t e f a c t s are considerably 
closer to the Scandinavian type, than even that on the Sedge-
ford mount; and the Wisbech animal's feet are t y p i c a l l y Scandi-
navian i n character. Nevertheless, the type of the objects 
from Wisbech and Colchester i s more closely a l l i e d to the English 
type of Urnes s t y l e object, such as the bronze mounts and the 
Pitney brooch, than i t i s to the Scandinavian openwork animal 
brooches. 
The Pitney Brooch 
The Pitney brooch (cat.no.12) i s d i s t i n c t i v e amongst the 
English material i n that i t i s a p a r t i c u l a r l y fine object, made of 
gilded bronze. S t y l i s t i c a l l y , the ornamentation of the brooch i s 
more closely related to the Scandinavian Urnes s t y l e than most of 
the English material; but i t does bear s t y l i s t i c s i m i l a r i t i e s with 
the English group, and with the Wisbech and Colchester mounts, i n 
p a r t i c u l a r . I t has a c i r c u l a r frame, l i k e the Wisbech mount, . 
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but the c i r c l e i s completely regular in shape, and the scalloped 
edging i s without p a r a l l e l amongst the Scandinavian or English 
material. Like the Colchester creature, the animal on the Pitney 
brooch has i t s head thrown back on the end of a long, slender neck. 
The head i s Scandinavian in character, in that i t i s elongated and 
viewed i n p r o f i l e , and has a folded backwards and downwards nose 
extension, and an almond-shaped eye, that monopolises and repeats 
the shape of the head. The body of the creature i s thin, and of 
an even width, except where i t swells to accommodate the front and 
back s p i r a l hips. The front leg i s t e n d r i l - l i k e i n character, as 
were the legs on the larger Lincoln mount, and i n many instances 
on the other English Urnes s t y l e bronze mounts, although i t has two 
angular bends along i t s length, which do not conform with the 
English Urnes type. The foot i s prominently positioned, and has 
three long toes, thus d i f f e r i n g from both Scandinavian and English 
examples. 
The pattern formed by the looping body of the ribbon beast i s 
also unlike Scandinavian and English examples. I t forms a "heart-
shape" i n e f f e c t , or two interpenetrating loops, for which no 
di r e c t Scandinavian p a r a l l e l can be found. The body i s edged by 
scalloping, l i k e that of the outer frame, to give the e f f e c t of 
f i l i g r e e . 
The back leg also takes the form of a thin t e n d r i l , and again, 
has an angular bend representing the knee j o i n t ; but instead of 
terminating in a foot, the t e n d r i l s p l i t s into two, one ornament 
l i n e terminating i n a round lobe, and the other one looping with 
the body of the creature, before terminating i n an ornament with 
vegetal connotations. 
The other intertwining t e n d r i l has a zoomorphic character, 
and i s engaged i n combat, in that i t bites the neck of the primary 
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creature. However, the combat motif on t h i s piece d i f f e r s 
considerably from that oh the larger Lincoln mount and i s , i n 
f a c t , a close p a r a l l e l to the combat motif found most commonly 
on the Swedish runestones. The head i s a simple representation, 
viewed from above with two, round eyes, but otherwise lacking i n 
d e t a i l . The body forms an interpenetrating loop scheme, of the 
kind that was so t y p i c a l amongst the Scandinavian Urnes s t y l e 
material. The combat motif on the Pitney brooch complies with 
the combat motif i n Scandinavia, i n that the two creatures come 
from different categories, being a ribbon beast, and an i n t e r -
twining t e n d r i l of zoomorphic character, and i n that, as on many 
of the runestones, the head of the secondary creature i s a simple 
representation, viewed from above. 
However, the Pitney brooch i s not l i k e l y to be a Scandinavian 
piece. The type of object i s not Scandinavian, and i t s a f f i n i -
t i e s with the Colchester and Wisbech mounts are undeniable. 
Certain d e t a i l s of the design, such as the scalloped edging, and 
the terminations of the intertwining t e n d r i l s , which frequently 
s p l i t into two or three sections, and give an impression of d e l i -
cate foliage, may be i n d i c a t i v e of the beginnings of a Romanesque 
influence on the piece. In t h i s respect, i t i s valuable to com-
pare the brooch to the design on the Urnes s t y l e c a p i t a l from 
Norwich (cat.no.21). The creatures on the c a p i t a l also have 
beaded bodies and p r o f i l e heads, while the thinner t e n d r i l s s p l i t 
to produce f o l i a t e offshoots, reminiscent of those on the Pitney 
brooch. The Norwich c a p i t a l i s dated approximately to the second 
quarter of the twelfth century (below p.167-168). I t seems l i k e l y 
that the Pitney brooch i s a l a t e example of the Urnes s t y l e i n 
metalwork. I t was probably manufactured i n England, both because 
of the type of the object, and by analogy with the design on the 
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Norwich c a p i t a l ; but i t displays influences from e a r l i e r examples 
of the s t y l e i n both England and Scandinavia. 
THE ANIMAL HEAD TERMINALS 
Two animal head terminals have recently been discovered i n 
England, bringing the number of newly found Urnes s t y l e pieces to 
five since 1960. 2 8 They are of p a r t i c u l a r i n t e r e s t as compara-
t i v e objects to the heads of the animals on the English Urnes 
s t y l e mounts. They come from Northampton (cat.no.14) and Sussex 
(cat.no.15), and are both made of bronze. 
They are three-dimensional objects, and can, thus, be viewed 
both i n p r o f i l e , and from above. In p r o f i l e , the Northampton 
animal head terminal displays the t y p i c a l c h a r a c t e r i s t i c s of the 
Scandinavian Urnes s t y l e head. I t i s thin and elongated, and has 
a folded backwards and downwards nose extension, and a large 
almond-shaped eye. The ear i s rounded. However, the eyes are 
prominent and bulbous, as were the eyes of most of the English 
Urnes s t y l e bronze mounts; but i n p a r t i c u l a r , they resemble the 
prominent, almond-shaped eyes of the Sedgeford animal, and of the 
four, combatting creatures on the larger Lincoln mount. 
Viewed from above, the Northampton animal head terminal has a 
V-shaped feature across the nose, the two l i n e s of which eventually 
form the folded backwards and downwards nose extensions seen i n the 
p r o f i l e view. The V-shaped feature across the nose of the Sedge-
ford head thus also represents the junction of the folded backwards 
and downwards nose extensions, when seen from above. The same 
d e t a i l can also be seen at Urnes i t s e l f . The ribbon beast above 
the standing quadruped on the po r t a l , for instance, has a head 
viewed from above, which terminates i n a s i m i l a r V-shaped feature. 
I t i s to be expected, e s p e c i a l l y on Uriies Stave church i t s e l f , that 
d e t a i l s such as t h i s should be found to comply wi th the ove r a l 1 
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homogeneity and uniformity of the s t y l e . 
The Northampton animal head terminal can be closely p a r a l l e -
led by Scandinavian objects, such as the terminals from the s i l v e r 
hoard from Gamla Uppsala (pi.65a ) f 9 although these served a 
different .function(below p.131).. Since the animal ornament com-
prises only the head, and since the animal heads of the English 
material are sometimes very close to Scandinavian versions, one 
cannot say with certainty that the Northampton animal head termi-
nal i s an English product. Features of the head, such as the 
elongated eye, with toolmarkings possibly indicating eyelashes, 
can be seen on both the Northampton and Gamla Uppsala terminals. 
However, the Northampton head i s l e s s s t y l i s e d than s i m i l a r 
Scandinavian objects. The ears, for instance, are r e a l i s t i c a l l y 
depicted, and the nose extensions are l e s s ornate. I n addition, 
the eyes are very bulbous i n the manner of the English Urnes s t y l e . 
Generally, the object i s l e s s highly finished than i t s Scandinavian 
p a r a l l e l s , and the subject i s , perhaps, l e s s confidently handled. 
On these grounds, and because of the discovery of the second animal 
head terminal i n England, from Sussex, which i s l e s s l i k e the Scan-
dinavian versions, i t seems most l i k e l y that the Northampton termi-
nal i s an English product. 
The Sussex example of the type, although s i m i l a r to the North-
ampton object i n many ways, d i f f e r s i n the overall impression i t 
creates. The l i g h t elegance of the Northampton piece has been 
replaced by a s o l i d i t y and heaviness i n the representation of the 
d e t a i l s . The almond-shaped eyes, for instance, are outlined with 
a thick contour, within which the eye i t s e l f appears as a s o l i d 
mass. This e f f e c t i s exaggerated by the present discolouration of 
the piece, i n that the background i s cream coloured, while the thick 
l i n e s depicting the d e t a i l s are dark brown. 3 0 The folded backwards 
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and downwards nose extensions, seen as a V-shaped feature from 
above, are also depicted by thick, dark brown l i n e s , which lend 
to them a heaviness that was lacking on the Northampton piece. 
A prominent ridge runs from the forehead down to the nose, and 
t h i s , together with the more pointed nature of the V-shape, gives 
the object a b i r d - l i k e appearance. The ears are much smaller 
than those on the Northampton head, and the neck i s s l i g h t l y 
thicker. 
The eyes protrude s l i g h t l y , but are l e s s bulbous than the 
eyes of the Northampton head and the group of English Urnes s t y l e 
bronze mounts. The head i s elongated; and i n p r o f i l e , the shapes 
of the folded backwards and downwards nose extensions are very 
s i m i l a r to that of the standing quadruped on Urnes church p o r t a l . 
However, the smallness of the ears, the atypical depiction of the 
eyes, and the severity with which the ornament i s executed, d i s -
tinguish the object from both the Scandinavian Urnes and the other 
Urnes material i n England. In p r o f i l e , the object has a dragon-
esque appearance, which may associate i t with the "militancy-and 
grptesquery" 3 1 t h a t ' i s c h a r a c t e r i s t i c of the Romanesque period. 
In t h i s respect, i t i s possibly a l a t e r version of the more conven-
t i o n a l l y Urnes type of animal head terminal from Northampton. 
Because of the three-dimensional nature of these two objects, 
and because only the animal head i s depicted, curvature and formal 
analyses of the pieces are hot possible. Descriptive analysis of 
the Northampton terminal reveals s i m i l a r i t i e s with both the English 
and Scandinavian Urnes s t y l e s . I n addition, unlike any other 
Urnes material, animal head terminals, as a type of object, occur 
both i n Scandinavia and England. Consequently, i t i s d i f f i c u l t to 
assess the origins of the terminals with certainty. Nevertheless, 
both the Northampton and Sussex objects show variations i n s t y l e 
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from the more homogeneous Scandinavian material. The protru-
ding eyes and the les s sophisticated handling of the Northampton 
terminal, and the generally d i s t i n c t i v e treatment of the Sussex 
terminal, added to the coincidence of t h e i r being found i n 
England, indicates that they were probably manufactured i n t h i s 
country. 
THE DURHAM CROSIER HEAD 
The c r o s i e r head from Durham (cat.no.16) i s perhaps the best 
known example of the Urnes s t y l e i n England. I t was found in 
1874, during excavations on the s i t e of the demolished Chapter 
House of Durham cathedral, directed by Dr. Fowler. 3 2 Dr. Fowler 
believed that the crosier came from the grave of Bishop Rannulph 
Flambard, and since the publication of his report i n 1879, the 
piece has commonly been known as "Flambard's c r o s i e r 1 1 . 3 3 The 
connection of the c r o s i e r with the grave of Flambard has resulted 
i n a terminus post quern for the piece of 1128. However, recent 
investigations have cast some doubt on the ownership of the c r o s i e r 
(appendix E ) , and thus, the name "Flambard's c r o s i e r " i s here 
replaced by the term "the Durham c r o s i e r head". 
The cro s i e r head i s made out of iron, which i s covered with a 
s i l v e r plate, on which the decoration has been in c i s e d . As there 
are no Scandinavian or comparable English cro s i e r s known from t h i s 
period, the best comparisons for the piece occur on l a t e Viking 
spearheads, which are of a si m i l a r shape. 3 4 In England, the c r o s i e r 
ornament may be compared with the decoration of the three s i l v e r 
fragments from London (cat.no.18). There are a number of c r o s i e r s 
known from Ireland, but the form of the I r i s h objects i s not s i m i l a r 
to that of the Durham cr o s i e r head, and they aire thus not e a s i l y 
comparable. 3 5 
The Urnes ornament c o i l s round the shaft of the object and i s 
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Figure H. 
i . The Lincoln mount with and without i t s sub-triangular frame, 
compared to the unprovenanced mount 
i i . The design on the Durham crosier head 
i i i . Outline shape of a Petersen type G spearhead 
Figure J . Nineteenth century lithograph of the Durham cr o s i e r head 
continuous, there being only upper and lower l i m i t s t o the space 
a v a i l a b l e f o r decoration. Consequently, the c r o s i e r head cannot 
be considered beside the s m a l l , mostly f l a t o b j e c t s described 
above, as t h e i r forms and shapes d i c t a t e d i f f e r e n t a r t i s t i c r e q u i r e -
ments from t h a t o f the c r o s i e r . Two i l l u s t r a t i o n s of the ornamen-
t a t i o n on the Durham c r o s i e r head have been published i n the past 
(f i g s . H , i i ; & J).On both of them, the ornament i s depicted as i f i t 
were on a f l a t o b j e c t , w i t h the r e s u l t t h a t a number of "loose ends" 
are i n c l u d e d , which i s t o do an i n j u s t i c e t o the design. 
The design i s composed of two r i b b o n beasts which are serpen-
t i n e i n character. There i s a comparatively l a r g e amount of un-
decorated space on the c r o s i e r , p a r t i c u l a r l y i n the upper h a l f , and 
there i s a minimum of i n t e r p l a y between the two creatures. The 
j u x t a p o s i t i o n of broad and t h i n l i n e s i s n o t a major c h a r a c t e r i s t i c 
of the ornamentation o f the c r o s i e r head; but since the design 
otherwise adheres c l o s e l y t o the basic tenets of the Urnes s t y l e , 
i n t h a t the ornament l i n e s are f l u e n t and unbroken, and the " a d d i -
t i v e p r i n c i p l e of composition" i s not present, a l a r g e amount of 
decorative space i s l e f t unadorned. 
As on most o f the E n g l i s h Urnes s t y l e o b j e c t s already discussed, 
the t h i n t e n d r i l s , where they do occur on the c r o s i e r head, adopt 
d i f f e r e n t r o l e s from those of t h e i r Scandinavian counterparts.. They 
evolve from the creatures themselves, r a t h e r than having an indepen-
dent l i f e , and they do not form the loop schemes t h a t are so t y p i c a l 
of the Scandinavian designs. I n the case of the Durham c r o s i e r 
head, the t h i n t e n d r i l s are minimal i n number and e f f e c t . For most 
of t h e i r l e n g t h s , they run adjacent t o the ornament l i n e s of the 
bodies, as i f they were double contour l i n e s , r a t h e r than t e n d r i l s . 
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They are formed by the ear extensions of the two c r e a t u r e s , and 
an a d d i t i o n a l t e n d r i l springs from the h i p j o i n t o f the lower 
creature. A l l of them f o l l o w the major ornament l i n e s very 
c l o s e l y , thus l o o p i n g t i g h t l y round crossing p o i n t s ; and when 
they e v e n t u a l l y emerge i n t o a space, they soon terminate i n a 
round lobe. I t i s t h i s minimal usage o f t h i n t e n d r i l s t h a t 
accounts f o r the s i m p l i c i t y of the design. 
The upper creature i s more simply depicted than the lower one. 
I t s body w i d t h remains u n a l t e r e d , being formed by p a r a l l e l l i n e s . 
Although i t does loop round the s h a f t , and r e t u r n s t o cross over 
i t s e l f , the r a d i i of the curves of the ornament l i n e s are con-
t i n u o u s l y extremely l a r g e , and vary only s l i g h t l y . I n other words, 
changes of d i r e c t i o n are made g r a d u a l l y , and there are no sudden 
loopings of the ornament l i n e s . The body proceeds d i a g o n a l l y 
across the s h a f t t o cross the body of the lower c r e a t u r e . An 
angular bend occurs i n the ornament l i n e , before the body t e r m i -
nate i n a round lobe. No h i p j o i n t s , limbs or t a i l are present, 
w i t h the r e s u l t t h a t , w i t h the omission o f t h i n t e n d r i l s of any 
k i n d as w e l l , the creature i s a s i m p l i f i e d v e r s i o n of an Urnes 
s t y l e animal. 
The lower creature has a s l i g h t l y more complex s t r u c t u r e . The 
w i d t h of the body v a r i e s very l i t t l e , although i t swells appreciably 
by the s p i r a l h i p j o i n t . The body loops round the heck and ear 
extension o f the upper c r e a t u r e . The double contouring o f the 
upper creature's body by the ear extension i s somewhat r e l i e v e d by 
the manner i n which the lower animal's body weaves i n and out as i t 
loops. The body loops over i t s e l f by the s p i r a l h i p , widening 
s i g n i f i c a n t l y a t the same time, so t h a t the curves o f the ornament 
l i n e s have r a d i i which change more than i s usual i n Urnes s t y l e 
designs ( f i g . K ) . The s p i r a l h i p i t s e l f takes the form o f a small 
c u r l , which only occupies a small amount of the space a v a i l a b l e i n 
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s i * 9 
The upper and lower ribbon beasts on the Durham c r o s i e r head, 
prepared f o r curvature a n a l y s i s 
Ornament l i n e s of the upper r i b b o n beast juxtaposed 
Ornament l i n e s of the lower r i b b o n beast juxtaposed 
Figure K. 
i . 
i i . 
i i i . 
t h i s wider p o r t i o n of the body. Although the h i p i s simply 
executed t o comply w i t h the normal p a t t e r n of Urnes s t y l e h i p s , 
i t s small size i s a t y p i c a l . The t h i n t e n d r i l which emerges 
from the h i p i s also w i t h o u t p a r a l l e l . 
The body of the lower animal terminates i n a most unusual 
f e a t u r e , resembling a t r i q u e t r a ornament, but probably represen-
t i n g a f o o t . I t may be a h i g h l y s t y l i s e d v e r s i o n o f the t y p i c a l 
Urnes s t y l e f o o t , w i t h a rounded heel and two, long t o e s ; 3 6 
although, i n t h i s case, the heel i s square. Nonetheless, i t i s 
as prominent as most Urnes heels V"- such as t h a t on the Wisbech \ 
mount, amongst the E n g l i s h m a t e r i a l . The two long toes may be 
represented here by the two small t e n d r i l s which emerge from the 
"knot" of interwoven t e n d r i l s a t the centre of the f o o t . Kendrick, 
who c a l l s t h i s whole f e a t u r e a " t e r m i n a l k n o t " , 3 7 r e f e r s t o a group 
o f i n i t i a l s i n E n g l i s h manuscripts of the t e n t h and eleventh 
c e n t u r i e s , as evidence o f the E n g l i s h o r i g i n s o f t h i s d e t a i l . 3 8 
I n p a r t i c u l a r , he notes the s i m i l a r i t y between the l a t e r a l knot o f 
the i n i t i a l of f o l i o I I o f C a l i g u l a A.VII ( p i . 6 6 a ) , and the t e r m i -
n a l knot on the c r o s i e r head. Although the resemblances are c l o s e , 
none of the examples he c i t e s are i d e n t i c a l to the t e r m i n a l knot of 
the Durham c r o s i e r , and they mostly occur i n the middle o f ornament 
l i n e s . The p o s i t i o n i n g of the f e a t u r e suggests t h a t i t may r e p r e -
sent a f o o t o f the Urnes type, but i t s extreme s t y l i s a t i o n does 
r e c a l l the knots found i n the manuscripts t o which Kendrick r e f e r s . 
Kendrick also shows t h a t the shaded loop of the lower creature 
may be another element d e r i v e d from E n g l i s h manuscript a r t . 3 9 
There i s more evidence t o suggest t h i s , as an exact p a r a l l e l i s 
found, f o r i n s t a n c e , i n the i n i t i a l o f f o l i o 90b o f Royal 7.D.XXIV 
( p i . 6 6 b ) . On the s t r e n g t h o f these two d e t a i l s , the t e r m i n a l knot 
and the shaded loop, Kendrick asserts t h a t the Durham c r o s i e r head 
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i s an E n g l i s h o b j e c t "made i n a smithy where the t r a d i t i o n s o f 
V i k i n g craftsmanship were s t i l l i n a c t i v e o p e r a t i o n " . 4 0 To the 
Durham c r o s i e r head, Kendrick f i r s t a p p l i e d the term "English 
Urnes s t y l e " which he defined as "Urnes p a t t e r n s of Scandinavian 
o r i g i n ( d e p i c t e d i n a) d i s t i n c t i v e l y E n g l i s h way". 1 , 1 The newest 
dis c o v e r i e s of Urnes s t y l e m a t e r i a l i n England r e v e a l t h a t the 
s t y l e i s more widespread than Kendrick could have foreseen, and 
t h a t the c r o s i e r i s only one of a group o f o b j e c t s , unique i n 
type, but not i n s t y l e . I t s "Ehglishness" i s n o t only d i s c e r n -
i b l e i n the d e p i c t i o n o f two small d e t a i l s , but i n i t s s t y l i s t i c 
r e l a t i o n s h i p t o the other Urnes m a t e r i a l i n England, and i n the 
ways i n which i t i s d i s t i n g u i s h a b l e from the broadest view of 
the Scandinavian Urnes idiom. 
For example, the design on the Durham c r o s i e r head lacks the 
o v e r a l l homogeneity o f the Scandinavian Urnes s t y l e . There i s a 
c o n t r a s t between the o v e r r i d i n g s i m p l i c i t y o f the upper c r e a t u r e , 
and the comparative complexity of the lower c r e a t u r e . The curva-
t u r e p a t t e r n e x h i b i t s a s i g n i f i c a n t change between the upper and 
the lower creature ( f i g . K ) . The design i s n o t evenly d i s t r i -
buted over the p i e c e , i n t h a t there i s more undecorated space i n 
the upper h a l f o f the zone, than i n the lower h a l f . The complex 
and unusual f o o t c o n t r a s t s s t a r k l y w i t h the lack of ornamental 
d e t a i l elsewhere i n the design, p a r t i c u l a r l y i n the d e p i c t i o n o f 
the upper c r e a t u r e . However, because of the round shape of the 
o b j e c t , which d i c t a t e s t h a t the whole design i s not v i s i b l e a l l 
at once, the l a c k of homogeneity i s not s t r i k i n g . 
The heads o f the two creatures are n o t o f the usual Scandi-
navian type. The upper one i s elongated, w i t h a very p o i n t e d 
nose. I t has a simple, f o l d e d downwards nose ex t e n s i o n , and a 
s h o r t , lower l i p . The lower head i s s i m i l a r , though less e l o n -
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gated, and s l i g h t l y more d e t a i l e d . The f e a t u r e s of the heads 
are very c l e a r l y d e p i c t e d , and less s t y l i s e d and exaggerated 
than the Scandinavian Urnes heads. The eyes o f both animals 
are s m a l l , and almond-shaped. The head o f the creature on the 
Colchester mount (cat.no.8) c l o s e l y resembles the heads of the 
c r o s i e r animals, p a r t i c u l a r l y the upper one. The small eye i s 
a f e a t u r e they a l l share. 
I t i s p o s s i b l e t h a t the t i g h t l o o p i n g o f the f o o t , and of 
the ear extensions and the i n t e r t w i n i n g t e n d r i l round the cross-
i n g p o i n t s of major ornament l i n e s , may be i n d i c a t i v e o f a m i n i -
mal i n f l u e n c e from the preceding Ringerike t r a d i t i o n . C e r t a i n l y , 
the sparse usage of the t h i n t e n d r i l s , even by the standards of 
the E n g l i s h Urnes idiom, suggests t h a t on the c r o s i e r head, the 
Urnes s t y l e i s not f u l l y developed. I t seems l i k e l y , on s t y l i -
s t i c grounds, t h a t the c r o s i e r represents an e a r l y phase of the 
s t y l e i n England, and t h i s hypothesis i s supported by the d a t i n g 
evidence of the f i n d context (see chapter 9 and appendix E ) . 
That the Durham c r o s i e r head i s o f E n g l i s h manufacture seems 
indisputable.. 1* 2 I t s r e l a t i o n s h i p t o other Urnes metalwork i n 
England i s c l e a r , f i r s t l y through the sparse use o f i n t e r t w i n i n g 
t e n d r i l s , which always emerge from the creatures themselves, and 
f a i l t o form loop schemes of the Scandinavian k i n d . I n a d d i t i o n , 
the two creatures represented are both r i b b o n beasts, i n s t e a d of 
belonging t o d i f f e r i n g animal c a t e g o r i e s . The design i s less 
s t y l i s e d , as the heads i n p a r t i c u l a r , w i t h t h e i r resemblance t o 
the Colchester animal head demonstrate. The d i s r e g a r d f o r an 
o v e r a l l u n i f o r m i t y i s also i n d i c a t i v e o f the E n g l i s h s t y l e . The 
a f f i n i t i e s w i t h E n g l i s h manuscript a r t , e s p e c i a l l y i n the use of 
shaded areas, suggests an awareness of the E n g l i s h t r a d i t i o n as 
w e l l as the Scandinavian, symbolised by the d i f f i c u l t y i n i n t e r -
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p r e t i n g the o r i g i n s of the f o o t , or " t e r m i n a l k n o t " . 4 3 Largely 
because o f the type of the o b j e c t , the Durham c r o s i e r head has 
always been seen as a d i s t i n c t i v e p i e c e , w i t h o u t comparison i n 
England. One may hope t h a t w i t h the present upsurge of d i s -
coveries of Urnes s t y l e m a t e r i a l i n England, the c r o s i e r head 
w i l l no longer be represented as an i s o l a t e d phenomenon, but 
seen as a f i n e example o f an E n g l i s h f a c e t o f the Urnes s t y l e . 
Wilson p o s t u l a t e d t h a t the Durham c r o s i e r head was made by 
an Anglo-Norman craftsman " p o s s i b l y of V i k i n g descent w i t h i n the 
Norman Kingdom o f England"."* 4 The connection of the Normans of 
l a t e eleventh century England, w i t h t h e i r V i k i n g ancestors who 
s e t t l e d i n Normandy, seems a very tenuous one. Wilson makes 
the same assertion concerning the Norwich c a p i t a l ( c a t . n o . 2 1 ) . 1 , 5 
S h e t e l i g r e f e r s t o the " i n t i m a t e connection between the E n g l i s h 
and Norwegian c l e r g y a t t h i s time"'* 6 which i s a more acceptable 
explanation o f why the Durham c r o s i e r head should have been deco-
r a t e d w i t h Urnes s t y l e . 1 * 7 I t i s probable, against t h i s background, 
t h a t the Urnes s t y l e was a more acceptable s t y l i s t i c idiom i n 
England than has h i t h e r t o been recognised, p e r m i s s i b l e even f o r the 
decoration o f t h i s Norman bishop's c r o s i e r s t a f f , t h a t was produced 
i n an E n g l i s h m i l i e u . 
The M o t t i s f o n t s t i r r u p . 
The bronze s t i r r u p (cat.no.17), from a peat bog a t M o t t i s f o n t , 
near Romsey i n Hampshire, has u n f o r t u n a t e l y disappeared since i t 
was f i r s t published i n 1887. *** The only known i l l u s t r a t i o n o f the 
o b j e c t occurs i n t h i s p u b l i c a t i o n , and may not be e n t i r e l y r e l i a b l e . 1 * ' 
At the top o f the s t i r r u p , a r e c t a n g u l a r p l a t e was f i x e d , which had 
f o u r holes d r i l l e d through i t f o r attachment. On the f r o n t o f 
t h i s p l a t e , t h e re was i n c i s e d zoomorphic ornament of the Urnes s t y l e . 
This type of s t i r r u p i s r a t h e r unusual, and o n l y two other 
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examples of i t are known. These are the ob j e c t s from Stentsa, 
biand, and M e r k i v o l l , I c e l a n d ( p i . 67 ) . The Stenasa s t i r r u p 
fragment i s decorated w i t h a backward l o o k i n g , standing quadru-
ped. The ornament i s i n c i s e d i n bronze, and . n i e l l o i n l a i d . 
Wilson r e f e r s t o the decoration o f the Stenasa s t i r r u p as a 
Scandinavian i m i t a t i o n o f Anglo-Saxon a r t , which he would t e n t a -
t i v e l y date t o the end o f the t e n t h c e n t u r y . 5 0 Arbman r e f e r s t o 
the quadruped as an "Anglian beast" w i t h an unmistakeable Nordic 
i n f l u e n c e ; 5 1 and po s t u l a t e s t h a t horse equipment of t h i s type 
must come from "a group of workshops which can be l o c a l i s e d t o 
t r a c t s where Englishmen and Scandinavians came i n t o contact w i t h 
one a n o t h e r " , 5 2 namely, e i t h e r England or J u t l a n d . 
The s t i r r u p from M e r k i v o l l , I c e l a n d , whose ornamentation 
seems considerably cl o s e r t o t h a t o f the M o t t i s f o n t s t i r r u p than 
does the Stenasa quadruped, demonstrates how f a r such o b j e c t s 
could t r a v e l . Seaby suggests t h a t as a n a t i v e E n g l i s h s t i r r u p 
i s u n l i k e l y t o have reached I c e l a n d , w h i l e Danish horse gear 
could q u i t e p o s s i b l y reach Hampshire and I c e l a n d , the obj e c t s 
probably o r i g i n a t e d from Denmark. 5 3 However, he comments t h a t 
i t i s most curious t h a t more s t i r r u p s of t h i s s o p h i s t i c a t e d form 
have not been recovered a c t u a l l y , i n Denmark. Arbman, who was 
also aware o f the existence o f the I c e l a n d i c example, c i t e s 
England as the most probable centre of pr o d u c t i o n on the grounds 
of the ornamental l i n k s , and the h i s t o r i c a l background o f the 
stro n g Scandinavian presence i n England i n the e a r l y eleventh 
c e n t u r y . 5 ** 
I n r e l a t i o n t o the Stenlsa fragment, Wilson also mentions 
the p o s s i b i l i t y t h a t n i e l l o e d ornament showing Anglo-Saxon connec-
t i o n s may i n d i c a t e t h a t the o r i g i n s are E n g l i s h , but as n i e l l o e d 
ornament i s also found i n n i n t h - c e n t u r y Scandinavian c o n t e x t s , he 
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reaches no c o n c l u s i o n s . 5 5 Of the M o t t i s f o n t s t i r r u p , Read, the 
only w r i t e r who a c t u a l l y saw the o b j e c t , says: "the s i l v e r w i r e 
w i t h which the design was traced has now almost e n t i r e l y d i s -
appeared, and only the empty l i n e s r e m a i n " . 5 6 However, as 
Arbman commented, t h i s d e s c r i p t i o n must be t r e a t e d c a u t i o u s l y , 
and i t i s po s s i b l e t h a t the M o t t i s f o n t ornamentation was o r i g i -
n a l l y n i e l l o - i n l a i d . 5 7 
I n the absence of the o b j e c t i t s e l f , i t i s impossible t o be 
c e r t a i n about the o r i g i n s of the s t i r r u p on ornamental grounds. 
According t o the i l l u s t r a t i o n , the decoration consists o f two, 
symmetrically confronted r i b b o n beasts, a k i n , i n some respe c t s , 
to the animals on the Durham c r o s i e r head. They are simply 
executed, w i t h no l i m b s , or ear extensions, but t h e i r bodies 
taper i n t o t a i l s , which form simple loop schemes. The heads 
would seem t o be s i m i l a r t o those ph the c r o s i e r , having p o i n t e d 
noses and small eyes; but the bodies of the r i b b o n beasts s w e l l 
and taper i n the Urnes manner, t o a grea t e r extent than do the 
bodies of the creatures on the c r o s i e r . They widen considerably . 
by the s p i r a l h i p s , b u t , as on the c r o s i e r , the s p i r a l h ips only 
occupy a small area of the wider p o r t i o n s of the bodies. 
There also seem t o be some Ringerike features i n the design 
on the s t i r r u p . For example, there are c e r t a i n geometric and 
v e g e t a l m o t i f s i n c o r p o r a t e d i n t o the decoration. These in c l u d e 
a V-shaped f e a t u r e i n the centre of the p l a t e ; and a geometric 
f e a t u r e l o c a t e d between the two s p i r a l h i p s , which, taken as a 
whole, i s reminiscent of a lobe w i t h two o f f s h o o t i n g t e n d r i l s . 5 8 
I t seems from the i l l u s t r a t i o n t h a t there may have been f u r t h e r 
v e g e t a l ornament at the top of the p l a t e , but t h i s i s not c l e a r l y 
depicted. The symmetry of the piece may also suggest a Ringerike 
i n f l u e n c e . 
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I t i s most r e g r e t t a b l e t h a t the M o t t i s f o n t s t i r r u p has 
been l o s t , f o r i n i t s absence, i t i s not p o s s i b l e to determine 
the o r i g i n s of the o b j e c t , e i t h e r by i t s ornamentation, nor 
indeed, by the form of the s t i r r u p . I t seems l i k e l y , from 
the only drawing a v a i l a b l e , t h a t the o b j e c t represents an e a r l y 
phase o f the Urnes s t y l e , and i s p o s s i b l y , but by no means 
c e r t a i n l y , o f E n g l i s h manufacture. 
i i i . Debased Urnes s t y l e i n England. 
The term "debased" i s here used as an a l t e r n a t i v e t o the 
more common term "degenerate", as the l a t t e r d e s c r i p t i o n may be 
taken t o imply t h a t the pieces thus l a b e l l e d are t y p o l o g i c a l l y 
l a t e i n the s e r i e s . 5 9 The debased examples of the Urnes s t y l e 
may be defined as "lower i n q u a l i t y , value or c h a r a c t e r " . 6 0 
They could be produced at any time d u r i n g the l i f e o f an a r t i s t i c 
s t y l e , and s t y l i s t i c d a t i n g o f such o b j e c t s i s u s u a l l y p a r t i c u -
l a r l y d i f f i c u l t . They may be the r e s u l t of l o c a l i n f l u e n c e s , or 
o f a m i n g l i n g o f s t y l i s t i c i n f l u e n c e s ; or due t o the t a s t e of a 
p a r t i c u l a r p a t r o n , or ingenious metalworker; or because the te c h -
nique used r e q u i r e d l ess s k i l l than usual. Thus, here the term 
i s l o o s e l y a p p l i e d t o those pieces, whose ornamentation c o n s i s t s 
of a debasement of the Urnes s t y l e . 
The bronze mount from I x w o r t h S u f f o l k (cat.no.11) i s compa-
r a b l e t o the Urnes s t y l e bronze mounts, discussed above 
and, i n p a r t i c u l a r , t o the bronze mounts from Peterborough ( c a t . 
n o . l ) and Kemsley Downs ( c a t . n o . 2 ) . 6 1 The ornamentation i s con-
t a i n e d w i t h i n a s u b t r i a n g u l a r frame, and consists o f a r i b b o n 
beast, w i t h a head seen from above. However, the manner i n which 
the design i s executed i s not reminiscent of the designs on the 
Peterborough and Kemsley Downs mounts. The broken character of 
the design, the use of s h o r t , a b r u p t l y t r u n c a t e d l i n e s , and o f a 
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s e r i e s of d i f f e r i n g shapes a l l set i n r e l i e f , produce an e f f e c t 
q u i t e u n l i k e the f l u e n t ornament l i n e s of the Peterborough mount. 
The design i s not c l e a r , and the d e t a i l s o f the animal ornament 
are only d i s c e r n i b l e a f t e r c a r e f u l study. Nevertheless, i t i s 
p o s s i b l e t o l o c a t e the head, w i t h i t s prominent nose r i d g e , and 
ears and eyes, viewed from above. Behind the head i s a simple 
hook f e a t u r e , which represents the s p i r a l h i p ; and a f r o n t l e g 
emerges, i t s p o s i t i o n s i m i l a r t o t h a t of the l e g on the Peter-
borough mount, bending sharply at the knee j o i n t , t o terminate 
i n a two-toed f o o t . The body forms a s p i r a l loop and widens to 
represent a back h i p j o i n t , from which emerges a back l e g , t h a t 
tapers as i t proceeds across the mount. The remaining f e a t u r e s 
presumably represent i n t e r t w i n e d t e n d r i l s and other f e a t u r e s of 
the body, but i t i s not p o s s i b l e t o d i s t i n g u i s h the separate 
elements o f the design. 
Thus, although the I x w o r t h mount does n o t , i n i t i a l l y , seem 
t o resemble the Peterborough mount, p r i m a r i l y because the method 
of execution i s so d i f f e r e n t , a c l o s e r study reveals t h a t i t s 
ornamentation i s , indeed, based on the p a t t e r n of the t y p i c a l 
E n g l i s h Urnes s t y l e bronze mounts, such as t h a t from Peterborough. 
The d i f f i c u l t i e s encountered i n a n a l y s i n g the design are 
l a r g e l y caused by the f a c t t h a t there i s no d i s t i n c t i o n , as such, 
between the animal ornament and the p l a i n background. For 
example, the prominent f e a t u r e s of the head, the eyes, the ears 
and the nose r i d g e , are represented by a s e r i e s of l i n e s set i n 
r e l i e f ; but there i s no way of assessing the o v e r a l l shape of the 
head, because no other ornament l i n e s are present. The remainder 
of the head i s merely represented by the p l a i n background. The 
Ix w o r t h mount moves f u r t h e r away from the Scandinavian Urnes s t y l e 
i n i t s u n c h a r a c t e r i s t i c use of the background. 
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The f e a t u r e s of the Urnes s t y l e noted from a formal analysis, 
o f the o b j e c t s , such as the unbroken fl u e n c y o f the ornament 
l i n e s , and the j u x t a p o s i t i o n of broad and t h i n l i n e s on a p l a i n 
background, are not features of the s t y l e of the Ix w o r t h mount. 
I t i s only due t o the f a c t t h a t the p a t t e r n o f the En g l i s h Urhes 
s t y l e bronze mounts i s reused here, t h a t the Ixw o r t h mount i s 
discussed i n the present context. I t i s s t y l i s t i c a l l y more 
c l o s e l y r e l a t e d t o the En g l i s h Urnes s t y l e bronze mounts, than t o 
any other o b j e c t s . 
However, the o v e r a l l impression of the pi e c e , and the method 
of execution, may be compared t o the design o f a sword h i l t from 
Sherborne Lane, London (pi.65b ) . On t h i s o b j e c t , t o o , the 
design i s of a broken character, w i t h the d e t a i l s of the ornamen-
t a t i o n being d i f f i c u l t t o d i s c e r n . I n t h i s case, the design i s 
also c h a r a c t e r i s e d by the l i b e r a l use of h o r i z o n t a l l i n e s or 
r i b b i n g . Wheeler suggests a date f o r the Sherborne sword h i l t 
of the l a t e t e n t h or e a r l y eleventh century, since the o b j e c t has 
drooping q u i l i o n s , common i n t h i s p e r i o d . 6 2 The s t y l e of the 
o b j e c t , t o o , suggests t h a t the piece belongs t o the preceding 
Ringerike p e r i o d , although i t represents such a debasement of 
the s t y l e , as t o make c a t e g o r i s a t i o n of i t , i n t o a s t y l e group, 
an u n p r o f i t a b l e e x e r c i s e . 
Mention should here be made o f an unusual o b j e c t o f l e a d , 
which was r e c e n t l y discovered i n L i n c o l n (pi.68 ) • I t i s unusual 
i n t h a t i t s purpose i s unknown and i t i s decorated on both s i d e s , 
but there i s l i t t l e s t y l i s t i c r e l a t i o n s h i p between the ornamenta-
t i o n o f the two sides. The ornament of one face p o s s i b l y r e p r e -
sents another v e r s i o n of a debased Urnes s t y l e . As f a r as can be 
seen, although no animal heads are v i s i b l e , two creatures are 
represented i n a confronted p o s i t i o n , but separated by a c e n t r a l 
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bar. Their bodies appear t o take the form of s p i r a l loops, 
and t h e i r s t r a i g h t , f r o n t legs proceed across the o b j e c t , s w e l l 
by angular bends i n the ornament l i n e , which may represent knee 
j o i n t s , and terminate i n round lobes. However, the o b j e c t i s 
s t i l l i n the process of conservation, and photographs are, as 
y e t , unobtainable, which renders a f u l l a n a l y s i s not y e t p o s s i b l e . 
Nevertheless, a c e r t a i n a f f i n i t y w i t h the ornament of the E n g l i s h 
Urnes s t y l e bronze mounts seems probable. 
Ringerike/Urnes s t y l e metalwork i n England. 
There are a number o f o b j e c t s i n England which d i s p l a y e l e -
ments of both the Ringerike and the Urnes s t y l e s . 6 * Of these, 
two i n p a r t i c u l a r , manifest Ringerike and Urnes c h a r a c t e r i s t i c s 
i n v i r t u a l l y equal p r o p o r t i o n s , and are d e a l t w i t h below. 
The design on the bronze mount from M i l d e n h a l l i n S u f f o l k 
(cat.no.10) i s composed of two r i b b o n beasts, p o s i t i o n e d symet-
t r i c a l l y , on e i t h e r side of the mount. Their bodies are composed 
of f l u e n t ornament l i n e s , which g e n t l y taper and s w e l l . Simple, 
hook-shaped s p i r a l hips are represented i n wider p o r t i o n s of the 
body, and the ornament l i n e s o f the body taper t o terminate i n 
round lobes. These are Urnes s t y l e elements, but i n a d d i t i o n t o 
these, the l i n e s o f the bodies form a s y m e t t r i c a l , f i g u r e - o f - e i g h t 
loop schemes, reminiscent of those i n Scandinavia, and a t Urnes 
i t s e l f . 
The background i s p l a i n , but there i s a minimum o f e n c i r c l e d 
space i n the ornamentation, so t h a t the i n t e r a c t i o n between the 
animal ornament and the p l a i n background i s not so much a f e a t u r e 
of the design, as i t i s oil purer Urnes s t y l e pieces. The f r o n t 
legs adopt a f o l i a t e appearance, which i s also a t y p i c a l o f the 
Urnes s t y l e ; and the three element p l a n t s a t the top and bottom 
centre of the mount, although a k i n t o the m o t i f t h a t f r e q u e n t l y 
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j o i n s the bodies of two r u n i c animals, occupy a d i s p r o p o r t i o n a t e 
amount of decorative space f o r an Urnes s t y l e piece. The bodies 
are p e r i o d i c a l l y crossed by l i n e s , which d e t r a c t from the f l u e n c y 
of the ornament, although they are not as f r e q u e n t l y crossed as 
they would be on a purer Ringerike piece. The ear extensions of 
the creatures loop t i g h t l y round the c r o s s i n g p o i n t s of the bodies, 
as they d i d on the Durham c r o s i e r head. The f r o n t legs are also 
e n c i r c l e d by t i g h t l y l o o p i n g , i n t e r t w i n i n g t e n d r i l s , but the charac-
t e r i s t i c Ringerike f e a t u r e of c l u s t e r s of t e n d r i l s i s absent on the 
M i l d e n h a l l mount. 
Holmquist tr a c e d the o r i g i n s of the M i l d e n h a l l mount decora-
t i o n t o the i l l u m i n a t i o n of Anglo-Saxon manuscripts, such as the 
border of 183, Corpus C h r i s t i l i b r a r y , Cambridge. 6 5 He maintains 
t h a t the composition found i n t h i s border i s repeated on the bronze 
mount from I x w o r t h , S u f f o l k ( p i . 6 4 b ) 6 6 and t h a t , although b i r d s are 
replaced by animals, the composition on the M i l d e n h a l l mount i s 
fundamentally the same. 6 7 Since, important elements of both the 
Ringerike and the Urnes s t y l e are absent from the mount, such as 
the c l u s t e r s of t e n d r i l s , and the j u x t a p o s i t i o n of broad and t h i n 
l i n e s , and because there i s a compositional resemblance between 
the I x w o r t h and M i l d e n h a l l mounts, i t does seem l i k e l y t h a t Anglo-
Saxon i n f l u e n c e s are also present on the o b j e c t . 
The same may be t r u e o f the r e c t a n g u l a r , cast bronze plaque 
from London (cat.no.19). Again, the design c o n s i s t s o f a r i b b o n 
beast, whose body forms an a s y m e t t r i c a l , f i g u r e - o f - e i g h t loop 
scheme, which t y p i f i e s the Scandinavian Urnes s t y l e designs. Two 
d i f f e r e n t l i n e widths are juxtaposed on a p l a i n background; and 
the ornament l i n e s of the r i b b o n body are f l o w i n g , and have curves 
of mainly l a r g e r a d i u s . 
However, the c l u s t e r s of t e n d r i l s which occupy the spaces, 
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the l i n e s which cross the body and form v i s u a l breaks i n the 
ornament, and the o c c a s i o n a l l y t i g h t i n t e r l a c i n g o f the t e n d r i l s 
are a l l elements o f the Ringerike s t y l e . I n a d d i t i o n , t h ere 
are c e r t a i n features which are a t y p i c a l of both Scandinavian 
s t y l e s , such as the l e a f ornaments at the bottom of the p a n e l , 
and the double l o o p i n g i n t e r l a c e m o t i f a t the top o f the panel. 
Fuglesang p o i n t s out t h a t the unusual Ringerike f e a t u r e o f the 
h o r i z o n t a l grouping of t e n d r i l s i n the middle of the panel i s 
s i m i l a r i n arrangement t o a design i n the Cambridge P s a l t e r . 6 8 
Although Ringerike and Urnes elements are predominant on 
both of these pieces, c e r t a i n Anglo-Saxon i n f l u e n c e s c o n f i r m 
t h a t they are c e r t a i n l y E n g l i s h products, and were probably 
manufactured i n an Anglo-Scandinavian m i l i e u . 
v. E n g l i s h metalwork showing Urnes s t y l e i n f l u e n c e s . 
Sutton, I s l e of E l y , brooch. 
The Sutton, I s l e of Ely brooch (cat.no.13) demonstrates,in 
i t s ornamental r e p e r t o i r e , a s u f f i c i e n t mixture of i n f l u e n c e s t o 
make i t u n c l a s s i f i a b l e i n the normal way. The brooch i s a 
unique o b j e c t , f o r which no s a t i s f a c t o r y p a r a l l e l s have so f a r 
been found. Bruce-Mitford claimed t h a t the piece was an "E n g l i s h 
e q u i v a l e n t of l a t e V i k i n g s t y l e " . 6 9 The type of the o b j e c t i s 
p u r e l y E n g l i s h , resembling, i n p a r t i c u l a r , the l a r g e r of the two 
Beeston Tor brooches, 7 0 and the Stockholm b r o o c h . 7 1 I t i s a 
t y p i c a l E n g l i s h d i s c brooch, w i t h i t s surface d i v i d e d up i n t o 
f i e l d s , and w i t h i t s bosses a t the p o i n t s where the borders o f 
the f i e l d s j o i n ; and i t has a rhyming Anglo-Saxon i n s c r i p t i o n on 
the reverse. However, the ornament i s commonly h e l d t o be o f 
the Ringerike s t y l e , due t o c e r t a i n f e a t u r e s , quoted by Wilson as 
"the sense of movement", "the t r i l o b a t e ornament i n the corners 
of c e r t a i n f i e l d s , (which i s ) a f r e e r expression of the r a t h e r 
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s t i f f e r m o t i f on...Ringerike o b j e c t s , such as...the St.Paul's 
gravestone", and "the r i n g round the i n t e r l a c i n g p o r t i o n s of the 
snakes", amongst o t h e r s . 7 2 Wilson then goes on t o quote a much 
closer p a r a l l e l i n the Velds s t i r r u p p l a t e s i n Denmark, 7 3 which 
are c e r t a i n l y E n g l i s h o b j e c t s . The s t y l i s t i c s i m i l a r i t y between 
these o b j e c t s and the Sutton brooch does not l i e so much i n the 
p a r a l l e l use of d e t a i l s , (such as those d e t a i l s o f the Ringerike 
s t y l e c i t e d above) as i n the o v e r a l l a r t i s t i c impression created 
on the pieces. The sketchy freehand q u a l i t y of the drawings i s 
s i m i l a r ; the f r e e l y d i s t r i b u t e d f o l i a g e on the Velds s t i r r u p s 
resembles some of the f o l i a g e on the Sutton brooch; and a l l t h r e e 
objects are decorated w i t h l i v e l y and f a n t a s t i c c r e a t u r e s , drawn 
using a s i m i l a r technique. The f o l i a g e , the speckled backgrounds, 
the d e p i c t i o n s o f b i r d s on the Velds s t i r r u p p l a t e s , are a l l 
i n d i c a t i v e of the Eng l i s h Winchester s t y l e , arid i t would seem t h a t 
the same s t y l e exerted a les s e r i n f l u e n c e on the Sutton brooch. 
The Ringerike elements oh the brooch are best seen i n the 
outermost f i e l d s , which c o n t a i n v e g e t a l ornaments and s p i r a l m o t i f s 
s i m i l a r t o those found on the Ringerike stones i n Norway, p a r t i c u -
l a r l y a t the base of the n o n - f i g u r a t i v e face of the A l s t a d s t o n e . 7 k 
The two standing quadrupeds have a s i m i l a r curvature p a t t e r n t o 
t h a t of the St.Paul's stone, w i t h a predominance of hooked l i n e s . 
Their p r o p o r t i o n s are also reminiscent of the St.Paul's animal, i n 
t h a t they have long bodies w i t h r a t h e r s t r a i g h t backs, and s h o r t e r 
l e g s , the l e n g t h of the l e g s , and of the head and neck to g e t h e r , 
being r a t h e r s i m i l a r . However, the dragonesque heads are a t y p i c a l 
of the Ringerike s t y l e , and the absence of c l u s t e r s o f t e n d r i l s , 
which were so o f t e n the hallmark o f the Scandinavian s t y l e , i s a 
f u r t h e r reason to doubt the a t t r i b u t i o n of the piece p r i m a r i l y t o 
the Ringerike s t y l e . Indeed, the ornament l i n e s of the standing 
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quadruped are f l u e n t and unbroken, much more so than on a normal 
Ringerike s t y l e c r e a t u r e , and the creatures are superimposed on 
a p l a i n background, which becomes p a r t o f the design, i n t h a t i t s 
spaciousness gives added depth t o the creatures. The "sense of 
movement", t o which Wilson r e f e r s , 7 5 i s more the d i g n i f i e d move-
ment of the Urnes s t y l e , than the l i v e l y movement o f the Ringerike 
s t y l e . 
The treatment of the ribbon beasts i n the remaining two f i e l d s 
also i n d i c a t e s t h a t several i n f l u e n c e s were present. Again, the 
ornament l i n e s are u n i n t e r r u p t e d by a d d i t i o n a l elements. "The 
a d d i t i v e p r i n c i p l e o f c o m p o s i t i o n " 7 6 i s not present. The bodies 
of the creatures g e n t l y s w e l l and t a p e r , and form open loops, which 
e n c i r c l e the p l a i n background. The heads of the creatures also 
d i s p l a y Urnes s t y l e c h a r a c t e r i s t i c s , w i t h t h e i r f o l d e d backwards 
and downwards nose extensions, lower l i p s t e r m i n a t i n g i n round 
lobes, and elongated p r o p o r t i o n s . The a f f i n i t i e s w i t h Urnes s t y l e 
ornament on the Sutton, I s l e of E l y , brooch, were f i r s t perceived 
by Smith i n 1925. 7 7 I n a d d i t i o n , the "grotesque quadrupeds" 7 8 may 
suggest some Romanesque i n f l u e n c e s . 
U l t i m a t e l y , however, i t i s the E n g l i s h character o f the brooch 
t h a t p r e v a i l s . As one of a s e r i e s of l a t e Saxon disc-brooches, 
c l o s e l y r e l a t e d i n design and c o n s t r u c t i o n t o the Beeston Tor brooches, 
w i t h an Anglo-Saxon i n s c r i p t i o n on the reverse, i t s Anglo-Saxon 
o r i g i n s seem c l e a r . I t has a v a r i e d ornamental r e p e r t o i r e , amongst 
which i s included several r i b b o n beasts d i s p l a y i n g Urnes s t y l e 
i n f l u e n c e s ; and there are some f e a t u r e s , such as the treatment of the 
edge of the brooch, and the p a r t i a l cross-hatching, which, as Wilson 
says, have no p a r a l l e l s a t a l l . 7 9 I n view of t h i s , t o emphasise 
the Ringerike s t y l e elements of the brooch i s t o give a d i s t o r t e d 
account of the o b j e c t as a whole. 
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v i . Scandinavian Urnes S t y l e i n England. 
Some fragments o f s i l v e r (cat.no.18) have been discovered 
i n London, under d o u b t f u l circumstances i n the n i n e t e e n t h century. 
They appear t o have o r i g i n a l l y p l a t e d a s h a f t o f the same type as 
the c r o s i e r head. However, i n view of the ornamentation on the 
fragments, which seems Scandinavian i n character, i t seems more 
l i k e l y t h a t they formed the casing of a l a t e V i k i n g spearhead, 
brought t o England by a Scandinavian. They are included i n the 
present catalogue, since they have not always been considered t o 
be Scandinavian i n o r i g i n , and because i t has been p o s t u l a t e d 
t h a t they may have covered the s h a f t of a c r o s i e r , comparable t o 
the Durham Crosier head. Kendrick, f o r example, w r i t e s t h a t 
" t h e r e i s l i t t l e doubt t h a t the sheath was made and decorated i n 
t h i s country by an E n g l i s h c r a f t s m a n " . 8 1 However, i n the l i g h t 
of the s t y l i s t i c study o f the E n g l i s h Urnes s t y l e above, the f r a g -
ments seem undoubtedly Scandinavian. 
Part of a standing quadruped i s v i s i b l e on the fragments, 
which d i s p l a y s a close s t y l i s t i c resemblance t o the Scandinavian 
t y p e , i n the f l u e n c y o f the ornament l i n e s , the curvature p a t t e r n , 
and the ornamental d e t a i l s . The head even has two lower and 
upper pointed t e e t h , as d i d the Urnes p o r t a l standing quadruped. 
The head i s more s t y l i s e d than i t s c l o s e s t E n g l i s h p a r a l l e l s , 
which are the p r o f i l e heads of the Colchester and Wisbech mounts, 
and the Pitney brooch; and the l a r g e , almond shaped eye monopo-
l i s e s the head, u n l i k e the eyes of the Durham and M o t t i s f o n t 
o b j e c t s . 
The head and neck of a r i b b o n beast are v i s i b l e , whose orna-
ment l i n e s are narrower than those of the quadruped. Thus, broad 
and t h i n l i n e s are juxtaposed i n the Scandinavian f a s h i o n , i n t h a t 
the t h i n n e r l i n e w i d t h has a separate e n t i t y as the body of a 
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narrower c r e a t u r e . I n a d d i t i o n , a t h i r d and narrower l i n e 
w i d t h i s a l s o present i n the form of i n t e r t w i n i n g t e n d r i l s , which 
may, or may n o t , have emerged from the limbs or t a i l s of the 
cr e a t u r e . The decoration of Urnes stave church a l s o consisted 
r 
of t h r ee separate l i n e widths. 
The background i s p l a i n , and from the s u r v i v i n g fragments, i t 
would seem t h a t the surface of the o b j e c t was more u n i f o r m l y covered 
than was the surface of the Durham c r o s i e r head. The fragments 
e x h i b i t the o v e r a l l homogeneity, f o r which the Scandinavian s t y l e 
i s noted more than the E n g l i s h . The i n t e r t w i n i n g t e n d r i l s form 
loop schemes of the Scandinavian k i n d , which are w i t h o u t p a r a l l e l 
amongst the E n g l i s h m a t e r i a l . Kendrick r e f e r s t o a " t e r m i n a l k n o t " , 
which he associates w i t h the " t e r m i n a l k n o t " , or f o o t , of the lower 
creature on the c r o s i e r , 8 2 but no such f e a t u r e i s t o be seen on the 
London s i l v e r fragments today. 
No c r o s i e r s are known from Scandinavia i n t h i s p e r i o d , which 
may be accounted f o r by t h e f a c t t h a t C h r i s t i a n i t y had only r e c e n t l y 
reached Scandinavia, through the a c t i v i t i e s of f o r e i g n m i s s i o n a r i e s . 
Since the ornamentation on the s i l v e r fragments from London suggests 
t h a t they are Scandinavian, i t seems most u n l i k e l y t h a t they o r i g i n -
a l l y cased a c r o s i e r s t a f f . 
122 
B. The f u n c t i o n s of E n g l i s h metalwork objects of the Urnes s t y l e , 
and a c o n s i d e r a t i o n of the techniques used i n t h e i r manufacture. 
The f u n c t i o n s of several of the metalwork o b j e c t s i n the 
catalogue are s e l f - e v i d e n t . The P i t n e y brooch (cat.no.12) f o r 
in s t a n c e , has the remains of a c a t c h p l a t e and hinge on the reverse 
side, which o r i g i n a l l y h e l d the f a s t e n i n g p i n . The Sutton, I s l e 
of E l y brooch (cat.no.13) r e t a i n s p a r t of the long supporting 
p l a t e of the p i n on the reverse; and there can be no doubt as t o 
the f u n c t i o n s of the M o t t i s f o n t s t i r r u p (cat.no.17) and the Durham 
c r o s i e r head (cat.no.16). I t i s almost c e r t a i n t h a t the s i l v e r 
fragments from London (cat.no.18) o r i g i n a l l y decorated a l a t e 
V i k i n g spearhead. 
However, the f u n c t i o n s of the other o b j e c t s i n the catalogue 
are less e a s i l y determined, u s u a l l y because they may have served 
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any one of a v a r i e t y of purposes. For example, although the shape 
and s t y l e of the E n g l i s h Urnes bronze mounts (cat.nos.1-6) i s so 
s i m i l a r , the number and p o s i t i o n i n g o f t h e i r r i v e t s f o r attachment 
d i f f e r s . I t seems l i k e l y t h a t they served s i m i l a r purposes, but 
cannot have a l l been used i n p r e c i s e l y the same manner. 
The E n g l i s h Urnes s t y l e bronze mounts (cat.nos.1-6) and the 
bronze mounts from M i l d e n h a l l and I x w o r t h (cat.nos.10-11) are small 
o b j e c t s , mostly s u b t f i a n g u l a r i n shape. They have a v a r i e t y of 
feat u r e s associated w i t h t h e i r f u n c t i o n s , and these are o u t l i n e d i n 
f i g * M > i n a comparative t a b l e . Five of the mounts, those from 
Peterborough, Kemsley Downs, L i n c o l n , M i l d e n h a l l and I x w o r t h , have 
p l a t e s p o s i t i o n e d at r i g h t angles t o the bases of the o b j e c t s . A 
r i v e t hole i s d r i l l e d through the centre of the p l a t e s on the L i n c o l n 
and I x w o r t h mounts; and traces of i r o n r i v e t s are v i s i b l e on the 
p l a t e of the Kemsley Downs mount. I n a d d i t i o n , a l l e i g h t mounts 
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have e i t h e r a c i r c u l a r l u g a t the apex w i t h a c e n t r a l r i v e t h o l e , 
or a r i v e t a f f i x e d t o the back of the animal head. 
The L i n c o l n , Kernsley Downs and I x w o r t h mounts may have been 
book c l a s p s , 1 used i n the manner shown i n f i g . L .• The p l a t e s , 
of which the L i n c o l n one i s p a r t i c u l a r l y w e l l - d e f i n e d , would have 
been a f f i x e d t o the b i n d i n g of the book w i t h r i v e t s . The ob j e c t 
i t s e l f , w i t h i t s ornamentation, would have crossed the pages of 
the book; and the book would have been securely closed by a cord 
or metal w i r e , which would have emanated from the other b i n d i n g 
of the book, and passed through the c e n t r a l hole i n the c i r c u l a r 
l u g . 
The other two mounts w i t h p l a t e s a f f i x e d a t r i g h t angles t o 
t h e i r bases are those from Peterborough and M i l d e n h a l l , but the 
p l a t e s are p l a i n , and i n s t e a d , r i v e t holes have been d r i l l e d 
through the ornamentation on the surface of the mount, a t the base. 
I n each case, two r i v e t holes are present, and they appear t o have 
been d r i l l e d through a f t e r the c a s t i n g of the o b j e c t , since they 
i n t e r r u p t the ornament. I t i s po s s i b l e t h a t these also f u n c t i o n e d 
as book clasps, i n the same way as the L i n c o l n , Ixworth and Kemsley 
Downs o b j e c t s ; but the r i v e t s would have been f i x e d i n t o the edge 
of the t h i c k b i n d i n g of the book, w i t h the p l a i n p l a t e s a c t i n g as 
a d d i t i o n a l support, and h o l d i n g the obj e c t s securely i n place. 
The unprovenanced mount, the Sedgeford and the Tynemouth mounts >• 
do not have s u b t r i a n g u l a r frames, (although t h e i r basic shape i s 
s u b t r i a n g u l a r ) , and n e i t h e r do they have p l a t e s a f f i x e d a t r i g h t 
angles t o t h e i r bases. The Tynemouth mount i s e x c e p t i o n a l , i n t h a t 
a l l f o u r r i v e t s have survived on the o b j e c t . The r i v e t on the 
reverse of the animal head was cast i n one piece w i t h the mount. 
The other three r i v e t s are attached through the r i v e t holes v i s i b l e 
on the f r o n t of the mount. They vary i n l e n g t h from 0.35 cms. 
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F i g u r e L i R e c o n s t r u c t i o n o f Urnes s t y l e book c l a s p i n use 
behind the head, t o 0.7 cms. One r i v e t , 0.5 cms. l o n g , s t i l l 
has i t s head preserved, and the others appear t o be s t i l l t h e i r 
o r i g i n a l l e n g t h . The Sedgeford o b j e c t also has three r i v e t 
holes appended at r e g u l a r i n t e r v a l s t o the s p i r a l body of the 
animal ornament. I t has no r i v e t cast behind the head, but 
two broken o f f extensions, cast a t the end of the head, are 
almost c e r t a i n l y the remains of a c i r c u l a r r i v e t hole. Thus, 
both the Tynemouth and Sedgeford mounts had f o u r r i v e t holes 
a l t o g e t h e r ; placed round the o b j e c t a t roughly r e g u l a r i n t e r v a l s . 
The unprovenanced mount has a r i v e t behind the animal head 
which was cast i n one piece w i t h the o b j e c t . 2 No other r i v e t 
holes are immediately v i s i b l e , but there i s one p a r t i c u l a r l y 
round hole i n the openwork design, which looks d r i l l e d , and which 
i s l ocated a t the edge of the o b j e c t , i n a s i m i l a r p o s i t i o n t o 
one of the r i v e t holes of the Sedgeford mount. The mount i s 
incomplete, and much of the lower p o r t i o n of the edge i s missing. 
I t i s conceivable t h a t two more r i v e t holes would o r i g i n a l l y have 
been i n c o r p o r a t e d i n t o the design round the edge of the o b j e c t , 
i n the same way as they are on the Sedgeford mount, but t h a t they 
have now been l o s t . 
These three o b j e c t s would have been r i v e t e d t o a f l a t s u r f a c e , 
and could not have been used as cl a s p s , as the Peterborough, 
Kernsley Downs, L i n c o l n , M i l d e n h a l l and I x w o r t h objects probably 
were. They are convex i n p r o f i l e , which would have emphasised the 
animal ornament, and made them more prominent on a f l a t surface. 
I f they were book mounts, as has been suggested, 3 they would probably 
have been r i v e t e d t o the f r o n t cover of a book as p u r e l y ornamental 
f e a t u r e s , perhaps intended t o resemble the hinges of a door. How-
ever, i t i s not c e r t a i n t h a t they are book mounts. They could be 
mounted on any f l a t surface i n need of some d e c o r a t i o n . h 
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I n the main, the E n g l i s h Urnes s t y l e mounts were cast i n 
piece moulds of various t y p e s . 5 The bronze mounts from Peter-
borough (cat.no.1) and Kemsley Downs (cat.no.2) were probably 
cast i n moulds of two f i t t i n g pieces, since they are s o l i d 
o b j e c t s . As they are such s i m i l a r o b j e c t s , i t i s p o s s i b l e t h a t 
the mould was made of metal, i n which case i t could have been 
used rep e a t e d l y , although i t i s not c e r t a i n t h a t the obj e c t s are 
i d e n t i c a l (above p.73-75). The same method was used t o produce 
the s o l i d I x w o r t h mount (cat.No.11). The two r i v e t holes a t the 
base of the frame on the Peterborough mount have been d r i l l e d 
through the ornament a f t e r c a s t i n g ; but a f a l s e core was p o s s i b l y 
used t o produce the c e n t r a l r i v e t hole i n the c i r c u l a r l u g a t the 
apex of the mount, during c a s t i n g . The base p l a t e s , set at r i g h t 
angles t o the reverse of the frames of the Peterborough,Kernsley 
Downs and L i n c o l n (cat.no.3) mounts, were probably hammered i n t o 
p o s i t i o n a f t e r c a s t i n g ; and the rough f i n i s h e s of the backs were 
also p o s s i b l y the r e s u l t of hammering the objects i n t o t h e i r f i n a l 
convex shapes. 6 
The openwork bronze mounts from L i n c o l n (cat.no.3) of unknown 
provenance (cat.n o . 4 ) , and from Sedgeford (cat.no.5) and Tynemouth 
(cat.no.6) were also cast i n piece moulds. However, the openwork 
e f f e c t could e i t h e r have been achieved through f a l s e core c a s t i n g , 
or through hammering, d r i l l i n g or c u t t i n g out sections of the 
ornament. The L i n c o l n mount has t o o l marks v i s i b l e along the 
r a i s e d edge at the base of the t r i a n g l e , p o s s i b l y as a r e s u l t of 
r a i s i n g the edge w i t h a s c r i b e r 7 or g r a v e r . 8 This edge i s not 
n e a t l y f i n i s h e d . A graver or t r a c e r 9 was also presumably used to 
cut the grooves around the edges of the frame, which held the 
n i e l l o ; w h i l e the marks of a t r a c e r are c l e a r l y , v i s i b l e along the 
c e n t r a l r i b of the animal, which also had a n i e l l o i n l a y . The 
workmanship using small t o o l s i s c a r e l e s s l y done, but the n i e l l o 
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i t s e l f would have presumably hidden most of t h i s . 
The unprovenanced and Sedgeford mounts are of a higher 
t e c h n i c a l q u a l i t y , w i t h smooth backs and no t o o l marks v i s i b l e 
on the surfaces. The r i v e t holes of the Sedgeford mount were 
probably d r i l l e d through a f t e r c a s t i n g , although most of the 
openwork on the piece was probably produced by f a l s e core 
c a s t i n g . A r i v e t attached t o the back of the head of the 
unprovenanced mount was apparently cast i n one piece w i t h the 
mount. The Tynemouth mount, however, was p o s s i b l y not c a s t , 
but cut out. The edges of the openwork areas are graduated, 
and not c l e a n l y bored. The groove on the nose extension was 
probably produced w i t h a graver. The preserved r i v e t s were 
formed by pushing short lengths of metal r o d through the r i v e t 
h oles, and c l o s i n g the ends w i t h a punch-shaped t o o l . 
The M i l d e n h a l l mount (cat.no.10) may a l s o have been cut 
from a hammered f l a t sheet of bronze, and the r i v e t holes d r i l l e d 
through afterwards. This method g e n e r a l l y produces work of a 
lower standard. Tool marks are v i s i b l e oh the surface of the 
mount, p a r t i c u l a r l y i n the hollows of the design; and the orna-
mental l i n e s were probably cut w i t h a graver. The bodies of 
the creatures seem t o have had a c e n t r a l backbone i n c i s e d , but 
no trace remains of any i n l a y . 
S i m i l a r methods were probably used t o produce the oval Col-
chester mount (cat.no.8) and the c i r c u l a r Wisbech o b j e c t , ( c a t . 
no.9). As Lowery and Savage remark, the technology of much 
ancient bronze-work i s l i a b l e t o present f e a t u r e s which w i l l 
remain u n c e r t a i n , not because of t h e i r complexity, but "because 
t h e i r simple ends could be reached w i t h more or less equal ease 
by several means, between which there i s no p r a c t i c a l way of 
d e c i d i n g " . 1 0 Thus, i t i s only p o s s i b l e t o suggest which methods 
were the most l i k e l y used. I n a d d i t i o n , the f u n c t i o n s of the 
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Colchester and Wisbech mounts are indeterminate. The o v a l -
shaped Colchester mount has two r i v e t h o l e s , p o s i t i o n e d 
immediately adjacent to each other a t the top of the o b j e c t . 
P o s s i b l y , the smaller h o l e , which avoids i n t e r r u p t i n g the 
ornamentation, proved t o be inadequate i n s i z e , and was r e -
placed by a l a r g e r h o l e , d r i l l e d through the neck of the 
cre a t u r e . The Colchester mount i s now incomplete, w i t h much 
of the lower edge missing. . I t i s p o s s i b l e t h a t , as w i t h the 
unprovenanced mount, a d d i t i o n a l r i v e t holes have now been l o s t . 
The reverse i s f l a t and p l a i n , d i s p l a y i n g ho other f e a t u r e s 
associated w i t h the object's f u n c t i o n , and i n the absence of 
such f e a t u r e s , i t i s not p o s s i b l e t o s p e c i f y the purpose of the 
piece. I f the major r i v e t hole i n the neck of the creature 
was always the only one present, the o b j e c t may have been a 
pendant, a purpose f o r which i t i s s u i t a b l y shaped. However, 
as the ornamentation i s set i n r e l i e f , and as i n p r o f i l e , i t 
r i s e s above the frame t o achieve prominence, i t seems more 
l i k e l y t h a t the obj e c t was a dec o r a t i v e mount, on any prominent 
f l a t surface a v a i l a b l e f o r ornamentation. 
The Colchester o b j e c t was probably cast i n a piece mould, 
and the openwork e f f e c t may have been cut out. I t i s p o s s i b l e 
t h a t the i n d i s t i n c t f e a t u r e below the creature's back hip should 
have been cut out t o form i n t e r l a c i n g t e n d r i l s , as has been done 
elsewhere on the o b j e c t , but t h a t t h i s p a r t i c u l a r s e c t i o n was 
u n f i n i s h e d . The a c t i o n of a scorper i s c l e a r l y v i s i b l e i n the 
s o l i d area between the ov a l frame and the animal ornament, as the 
piece i s not w e l l f i n i s h e d ; although the p i t t e d surface may be 
due, i n p a r t , t o c o r r o s i o n , r a t h e r than i n f e r i o r workmanship. 
The major r i v e t hole was almost c e r t a i n l y d r i l l e d through a f t e r 
c a s t i n g . Tool marks are v i s i b l e on the reverse of the o b j e c t , 
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probably l e f t by l i g h t hammering; and other t o o l marks, 
probably caused du r i n g the c u t t i n g o p e r a t i o n , can be seen i n 
the pie r c e d openings of the design. 
The Wisbech o b j e c t i s cruder than others i n the group, 
and i t i s d o u b t f u l t h a t i t was cast. I t may have been cut 
out of an i n g o t of bronze made i n an open mould, and hammered 
u n t i l i t was the r e q u i r e d w i d t h . This would e x p l a i n the 
i r r e g u l a r i t y of the c i r c u l a r frame. I t i s a l s o p o s s i b l e t h a t 
e x t r a bronze pieces may have been added t o the design a f t e r 
the basic p a t t e r n was c u t , p o s s i b l y even some of the i n t e r -
t w i n i n g t e n d r i l s . Tool marks are v i s i b l e on the surface and 
the reverse of the mount. The double contouring of the body, 
the s p i r a l h i p , and the eye l i n e s , are l i k e l y t o have been cut 
w i t h a s c r i b e r . The reverse of the mount, and the frame on 
the decorated s i d e , are covered w i t h a s e r i e s of i r r e g u l a r l y 
p o s i t i o n e d s c r a t c h marks, which may i n d i c a t e t h a t the ob j e c t 
was sewn onto a l e a t h e r or c l o t h a r t e f a c t , or even onto a 
piece of c l o t h i n g , as there are no t r a c e s of any other means of 
attachment. However, the roughly c i r c u l a r shape of the o b j e c t 
d i c t a t e s 'that i t s f u n c t i o n i s d i f f i c u l t t o d e f i n e , as i t would 
have been attachable t o any one of a number of o b j e c t s . 
The l a r g e r L i n c o l n mount (cat.no.7) also has no v i s i b l e 
means of attachment. I t i s subrectangular i n shape, w i t h a 
p l a i n , concave underside. The obj e c t i s s l i g h t l y l a r g e r than 
the other E n g l i s h Urnes s t y l e bronze mounts. I t s purpose i s 
i n d i s t i n c t , although i t has been suggested t h a t i t i s a purse 
mount. 1 1 The shape i s reminiscent o f other metalwork associa-
t e d w i t h purses, but these tend t o be s t r i c t l y f u n c t i o n a l . The 
elaborate frame of the purse found i n the seventh century ship 
b u r i e d a t Sutton Hoo, 1 2 f o r example, r e t a i n e d the outer edges of 
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the purse bag. Medieval purses, such as t h a t represented on 
the brass of Thomas Andrewes from about 1490, 1 3 tended t o have 
a long bar a t the top of the o b j e c t , from which two frames 
were pendant. 
The L i n c o l n o b j e c t i s s l i g h t l y damaged. A fragment of 
bronze recovered near the mount d u r i n g excavations, i s thought 
to have broken o f f the long edge of the mount, by the f o o t of 
one of the outermost r i b b o n c r e a t u r e s . I t has now been 
attached i n t h i s p o s i t i o n , and was probably o r i g i n a l l y matched 
by a s i m i l a r piece on the other side of the o b j e c t . These two 
pieces together would have produced the e f f e c t of a "long bar", 
s i m i l a r t o t h a t of the "purse on the Thomas Andrewes brass. 
However, the L i n c o l n object i s cast as one r i g i d p i e c e , and the 
"long bar" must have been p u r e l y ornamental. I f the L i n c o l n 
o b j e c t i s t o be associated w i t h a purse, then i t must have acted 
as an elaborate metal mount w i t h no p r a c t i c a l a p p l i c a t i o n . 
The L i n c o l n mount r e q u i r e d much c o l d working a f t e r c a s t i n g , 
as a r e s u l t of i t s complex nature. Tool marks are v i s i b l e on 
the back and i n the openings of the design, which suggests t h a t 
some o f the openwork sections may have been cut out. ' Tool marks 
are also v i s i b l e on the surface of the mount. Many of the grooves 
which help t o d i f f e r e n t i a t e one ornamental f e a t u r e from another, 
have been cut w i t h gravers or scorpers; and i t i s l i k e l y t h a t 
l a r g e r spaces, such as t h a t between the l a r g e s t creature and the 
ri b b o n beast have a l s o been cut w i t h scorpers. Some fe a t u r e s of 
the mount are less c l e a r l y cut than others. For i n s t a n c e , the 
d e t a i l s on the f a r r i g h t of the mount, which correspond t o the 
d e t a i l s on the f a r l e f t , are less f i n i s h e d w i t h t o o l s than t h e i r 
c o unterparts. The s p i r a l h i p s have a l s o been emphasised by being 
cut w i t h gravers. Generally, the workmanship i s of a good q u a l i t y 
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and c o r r o s i o n accounts f o r much of the present p i t t i n g of the 
surface. 
The two animal head t e r m i n a l s from Northampton and Sussex 
(cat.no.14 and 15) may have been attached t o any one of a 
v a r i e t y of o b j e c t s . They are also both made of bronze, and 
were cast i n moulds. The channels which run down the backs of 
the o b j e c t s were probably formed through the use of f a l s e core 
moulds. The Northampton o b j e c t has t o o l marks on the surface. 
A graver was probably used t o accentuate the- grooves of the 
f o l d e d backwards and downwards nose extensions, and the ears; 
and the eyes are o u t l i n e d w i t h a s e r i e s of engraved l i n e s , 
i n c orporated i n t o the design. As the Sussex t e r m i n a l has not 
y e t been cleaned, t o o l marks are not v i s i b l e . The channels on 
the reverse sides appear t o have f i t t e d onto shaped r i d g e s 
attached t o an o b j e c t . There are no r i v e t s , or other means of 
attachment present, but i t seems l i k e l y t h a t the t e r m i n a l s were 
s l o t t e d onto r i d g e s , probably of metal, and soldered i n t o 
p o s i t i o n . The animal head t e r m i n a l s are l i k e l y t o have been 
box or casket f i t t i n g s ; used e i t h e r as a d d i t i o n a l ornaments which 
would have stood out above the surface of the box, such as there 
are on the Bamberg casket, 1 1* or as l o c k hasp t e r m i n a l s , 1 5 such as 
were found on a wooden casket i n a grave a t B i r k a . 1 6 
The bronze cast plaque from Hammersmith (cat.no.19) has no 
v i s i b l e means of attachment, besides which i t i s r a t h e r heavy f o r 
most purposes. The back i s p l a i n , except f o r the "blow holes of 
the c a s t i n g " 1 7 which occur over the whole surface. The o b j e c t 
was p o s s i b l y an ornamented weight,, or a decorated plaque i n i t s 
own r i g h t , but as Wilson says, i n the absence o f any evidence, 
the plaque i s " u n c l a s s i f i a b l e " i n the normal way. . 
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The P i t n e y brooch (cat.no.12) i s a p a r t i c u l a r l y f i n e piece 
made of g i l d e d bronze. There are a number of methods which could 
have been used i n the produc t i o n of t h i s piece. The most l i k e l y 
i s the l o s t wax method, 1 9 since t o have cut out the openwork e f f e c t 
would have r e q u i r e d the utmost s k i l l on such a f i n e o b j e c t . This 
c a s t i n g method would permit the manufacture of the scalloped edging, 
the f i n e i n t e r l a c i n g , and the e f f e c t of g r a n u l a t i o n along the outer 
edge of the main body of the creature. However, i t i s not imposs-
i b l e t h a t such f e a t u r e s as the " g r a n u l a t i o n " were added a f t e r c a s t -
i n g . There are no t o o l marks v i s i b l e on the o b j e c t , which i s 
superbly f i n i s h e d . The l o s t wax method of c a s t i n g r e q u i r e s the 
d e s t r u c t i o n of the o r i g i n a l mould, so i t i s u n l i k e l y t h a t a piece 
i d e n t i c a l t o the Pi t n e y brooch w i l l be found. The ob j e c t i s made 
of g i l t - b r o n z e . The back of the brooch i s as smooth and w e l l 
f i n i s h e d as the surface, although the remains of a c a t c h p l a t e and 
a hinge are v i s i b l e , which were probably attached t o the back a f t e r 
c a s t i n g . 2 0 
The Sutton, I s l e o f E ly brooch (cat.no.13), the casing of the 
Durham c r o s i e r head (cat.no.16), and the fragments from London 
(cat.no.18) are a l l made of s i l v e r . The ornamentation on these 
o b j e c t s has p r i m a r i l y been produced through the use of s c r i b e r s or 
gravers. Sketchy s c r i b e r marks are p a r t i c u l a r l y v i s i b l e on the 
Sutton, I s l e of E ly brooch. The bosses on t h i s piece are attached 
through small r i v e t holes i n the surface. The s i l v e r p l a t e of the 
Durham c r o s i e r head, and the s i l v e r fragments from London, were 
attached t o the shafts they decorated by small r i v e t s placed i n the 
r i v e t holes t h a t f o l l o w the edge of the p l a t e . The Durham c r o s i e r 
head i s p a r t i a l l y i n l a i d w i t h n i e l l o . Generally, the two E n g l i s h 
s i l v e r o b j e c t s are less competently engraved than the Scandinavian 
s i l v e r fragments. 
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The metalwork objects of the Urnes s t y l e i n England d i f f e r 
considerably i n terms of t h e i r standards of craftsmanship, the 
reasons f o r which can only be h y p o t h e t i c a l suggestions. I t i s 
tempting, but by no means concl u s i v e , t o see the s i m i l a r i t i e s 
between the En g l i s h Urnes s t y l e bronze mounts as evidence o f 
t h e i r p r o d u c t i o n i n c e n t r a l i s e d workshops, w i t h the Tynemouth 
mount being a less s k i l f u l i m i t a t i o n of the type i n a more 
l o c a l i s e d m i l i e u . I t seems u n l i k e l y t h a t metalworkers t r a v e l l e d 
round a d i s t r i c t , i n the manner of the Upplandic runestone carvers. 
The equipment of a craftsman must have included many simple, but 
necessary, devices, which would have been best housed i n a s u i t a b l e 
workshop. 2 1 A l t o g e t h e r , the equipment must have been bulky and 
heavy, and when i t i s compared w i t h the p o r t a b i l i t y of the objects 
produced, i t seems u n l i k e l y t h a t bronzesmiths of the p e r i o d were 
commonly wanderers. 2 2 
Yet a comparison between the t e c h n i c a l s k i l l s e x h i b i t e d , f o r 
example, on the Pitney brooch and the Wisbech mount, reveals t h a t 
the E n g l i s h Urnes metalwork can vary enormously i n q u a l i t y . The 
environment i n which an o b j e c t was produced must have exerted a 
considerable i n f l u e n c e on the f i n a l achievement. The P i t n e y 
brooch, f o r i n s t a n c e , may be the product of a workshop of long 
standing, p a t r o n i s e d by c l i e n t s of wealth and wider connections. 
However, such a hypothesis cannot be supported at the present time 
by any m a t e r i a l evidence, and there are many other p o s s i b l e reasons 
f o r the s i n g u l a r excellence of the piece. The "workshop" i s a 
p r o b l e m a t i c a l c o n c e p t . 2 3 I t i s n o t p o s s i b l e t o know i f i t s i g n i -
f i e s a place where one metalworker was engaged i n p r o d u c t i o n ; or 
i f i t was, perhaps, a centre of a c t i v i t y where metalworkers could 
be t r a i n e d by the f i n e s t teachers, w i t h the use of the best equip-
ment, so t h a t any customers t a s t e could be catered f o r . I n the 
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f i n a l a n a l y s i s , the success or otherwise of a piece i s wholly 
dependent on the a b i l i t y of the i n d i v i d u a l craftsman. Neither 
the technology o f the age, nor the t o o l k i t used were p a r t i c u l a r l y 
s o p h i s t i c a t e d or complex; but i t i s the s k i l l , inventiveness and 
good t a s t e w i t h which fundamentally simple techniques are used on 
the f i n e s t pieces t h a t makes them so impressive. 
The Urnes s t y l e has been associated w i t h the advent of C h r i s t -
i a n i t y i n Scandinavia by some w r i t e r s , 2 " 1 and the f u n c t i o n a l nature 
of the E n g l i s h m a t e r i a l i n d i c a t e s t h a t , i n England t o o , many of 
the c l i e n t s must have been connected w i t h the e c c l e s i a s t i c a l w o r l d . 
The book mounts and book clasps are l i k e l y t o have been r i v e t e d 
onto e c c l e s i a s t i c a l books, since the m a j o r i t y o f the l i t e r a t u r e of 
the p e r i o d was produced by the Church. The Tynemouth mount was 
found i n a t h i r t e e n t h century l e v e l , d u r i n g excavations at Tynemouth 
p r i o r y , which suggests t h a t the o b j e c t had long a s s o c i a t i o n s w i t h 
the Church. 2 5 The Durham c r o s i e r head was found i n the chapter 
house of Durham c a t h e d r a l , i n a s s o c i a t i o n w i t h the grave of a Norman 
b i s h o p ; 2 6 and the o b j e c t i t s e l f i s i n d i s p u t a b l y e c c l e s i a s t i c a l i n 
n a t u r e . 2 7 
However, the remainder of the o b j e c t s may have been used i n 
secular contexts. The Northampton and Sussex animal head t e r m i n a l s 
were probably f i t t e d onto caskets, which could e q u a l l y w e l l have 
been secular, decorative boxes as e c c l e s i a s t i c a l s h r i n e s . The 
l a r g e r L i n c o l n mount may have been attached t o a purse or a pouch i n 
e i t h e r a r e l i g i o u s , or a secular, everyday context. The Colchester 
and Wisbech mounts, and the Hammersmith plaque, are a l l obscure i n 
f u n c t i o n , but are more probably secular, by t h e i r shape and ornament, 
than e c c l e s i a s t i c a l . 
The P i t n e y -"andcSutton, I s l e of Ely brooches are both f i n e 
o b j e c t s , which are l i k e l y t o have been used i n a secular c o n t e x t , and 
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were probably the property of wealthy f a m i l i e s , although the 
Pitney brooch was found i n a churchyard. The Mottisfont 
s t i r r u p was c e r t a i n l y a secular object. I t seems that the 
Urnes style was f e l t to be appropriate i n either a r e l i g i o u s 
or a secular context, which indicates that i t was a more 
acceptable idiom than i s normally realised. The most recent 
discoveries of metalwork decorated with Urnes style bear out 
t h i s surmise, f o r they, too, come from both secular and 
eccl e s i a s t i c a l contexts. I n England, the Urnes style i s not 
to be associated with the Church on the grounds of i t being 
the f i n a l flowering of heathen a r t , as i t has been i n Scandi-
n a v i a ; 2 8 but on the understanding that i t was a fashionable 
s t y l i s t i c idiom, f o r which the eccles i a s t i c a l world was as 
able as anyone to pay. 
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C. D i s t r i b u t i o n patterns and places of manufacture. 
There are two important l i m i t a t i o n s to the study to d i s t r i -
bution patterns. The f i r s t i s that the survival of the pieces 
i s accidental. I t i s not possible t o determine how many pieces 
have been irrevocably l o s t , nor how many remain to be discovered, 
with the consequence that a d i s t r i b u t i o n pattern may be wholly 
unrepresentative of the o r i g i n a l d i s t r i b u t i o n of the st y l e . The 
second i s that the material i s often portable, and may have 
trav e l l e d a considerable distance from i t s place of o r i g i n , with 
the res u l t that the d i s t r i b u t i o n map of f i n d places of material 
i s not necessarily informative, and must always be treated with 
caution. 
Only one object amongst the metalwork material i s unprovenan-
ced,(cat.no.4). I t has mistakenly been given an I r i s h provenance 
by both Shetelig 1 and Kendrick 2, but Franks, who donated the mount 
to the B r i t i s h Museum, wrote i n his own reg i s t e r : "Origin unknown 
(bought many years since of Falcke, Bond Street)". I n the "Book 
of Presents to the B r i t i s h Museum" i t i s recorded that a l l the 
objects donated by Franks were found i n London, but Franks' own 
re g i s t r a t i o n of the object i s l i k e l y to be the most r e l i a b l e source. 3 
The mount from Ixworth, Suffolk (cat.no.11) also has no exact pro-
venance; and that area has produced so many objects whose history of 
discovery i s unknown that i t has been suggested that perhaps an 
antique dealer or collector was working there. 4* The provenance of 
the object i s thus dubious. 
Information about the discovery of objects found i n the nine-
teenth century, or i n the early years of t h i s century, tends to be 
sparse. For instance, the Peterborough mount (cat.no.1) was found 
on the s i t e of "the singing schools" 5; and the Lincoln mount (cat. 
no.3) was found i n s o i l carted out of Lincoln by workmen. The 
provenance of the Kemsley Downs mount (cat.no.2) i s usually described 
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as "Milton-next-Sittingbourne", or simply as "Sittingbourne", but 
i t apparently comes from Kemsley Downs* near Milton i n Kent. The 
Colchester (cat.no.8) and Wisbech (cat.no.9) mounts were both found 
i n the centres of those townsj 6 while cat.no.10 was found near 
Mildenhall i n Suffolk. 
Considerably more information i s available about objects d i s -
covered recently, especially those found during archaeological 
excavations. The Tynemouth mount (cat.no.6) was found i n a t h i r -
teenth century le v e l i n the sacristy of Tynemouth p r i o r y ; 7 the 
larger Lincoln mount (cat.no.7) was found during the excavation of 
Danes Terrace, Lincoln, i n a medieval p i t ; 8 and the Northampton 
animal head terminal (cat.no.14) was found i n a p i t with l a t e Saxon 
pottery, which lay sealed beneath the rampart of Northampton c a s t l e . 9 
Both the Sussex animal head terminal (cat.no.15) 1 0 and the Sedgeford 
mount (cat.no.5) 1 1 were found by metal detector enthusiasts, and are 
thus unassociated objects. 
The rest of the metalwork material was found many years ago, 
although information about the objects' discovery i s s l i g h t l y more 
specific. The Pitney brooch (cat.no.12) was found i n the churchyard 
at Pitney; the s t i r r u p (cat.no.17) was found i n a peat bog at Mottis-
f o n t , near Romsey i n Hampshire; 1 2 the crosier (cat.no.16) was found 
i n a'grave i n the chapter house' of Durham ca t h e d r a l ; 1 3 and the Sutton, 
I s l e of Ely brooch (eat.no.13) from Cambridgeshire, was turned up by 
the plough i n 1694 i n a lead casket, with about a hundred s i l v e r coins 
of William the Conquerer, f i v e heavy gold r i n g s , and a p l a i n s i l v e r 
dish. 1"* F i n a l l y , the s i l v e r fragment (cat.no. 1 8 ) 1 5 and the Hammer-
smith plaque (cat.no.19) 1 6 both come from London. 
In spite of the f a l l i b i l i t y of d i s t r i b u t i o n maps, i t i s s t r i k i n g 
to see t h a t , of the nineteen metalwork objects, sixteen were found i n 
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the eastern ha l f of the country, and the majority of them come 
from the area of the Danelaw. This word f i r s t occurs i n the 
eleventh century 1 7 and i s used to distinguish those areas of 
England i n which Danish custom prevailed. The treaty drawn up 
at Wedmore, between Alfred and the Danish leader Guthrum, possibly 
i n 886, provides the e a r l i e s t evidence of the extent of the Danish 
conquests. 1 8 Guthrum swore to confine the a c t i v i t i e s of his 
followers to those parts of England l y i n g east of Watling 'Street 
and north of the Thames (see f i g . o ). Although the exact bounda-
r i e s are unknown, the heart of t h i s Danelaw lay where Scandinavian 
settlement was densest, i n Leicestershire, Lincolnshire, Nottingham-
shire and Yorkshire. I n t h i s area, Scandinavian s e t t l e r s l e f t 
t h e i r mark on both legal and administrative nomenclature. I n the 
Domesday Book, fo r instance, the local administrative divisions are 
called "wapentakes", a word of Scandinavian o r i g i n , meaning the 
fl o u r i s h i n g of weapons at an assembly. _ 1 9 
However, as Stenton remarked, "the prevalence of Danish custom 
wi t h i n a p a r t i c u l a r d i s t r i c t does not mean that i t had been colonised 
i n force by Danish s e t t l e r s " . 2 0 Considerable controversy surrounds 
attempts to determine the extent and character of the Scandinavian 
settlements, and p a r t i c u l a r l y , the numbers of the colonists involved. 
These de t a i l s are inadequately described by the Anglo-Saxon Chronicler, 
and so evidence has to be drawn from other sources, notably placenames 
of Scandinavian form, and archaeological discoveries. 
There was undoubtedly an important Scandinavian influence on 
the nomenclature of England, p a r t i c u l a r l y noticeable i n the use of 
such c h a r a c t e r i s t i c a l l y Scandinavian place-name elements as -by and 
-thorp, (see f i g . N ). I n the Domesday Book, a survey of 1086 i n 
which most English places are described by name, i t . i s revealed how 
Scandinavian influence continued to affect English place nomenclature 
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long a f t e r the o r i g i n a l settlements were established. For instance, 
Ormesby was apparently named after a post-Conquest tenant called 
Ormr. 2 2 This shows how persistent Scandinavian influence was, but 
i t makes i t very d i f f i c u l t to determine the extent of the o r i g i n a l 
settlements. A map of Scandinavian settlement names can therefore 
be a misleading guide to the e a r l i e r stages of the Scandinavian 
conquest. Sawyer suggests that names wit h the element -by are 
e a r l i e r , as a class, than names with the element -thorpe, which means 
a secondary settlement, and indicates that new settlements were being 
formed i n the tenth and eleventh c e n t u r i e s . 2 3 He comments on how 
few Scandinavian settlement names are to be found i n the v i c i n i t y of 
such important early centres as Derby, Nottingham, Leicester and even 
Lincoln. 2* 1 The same i s true i n Cambridgeshire, where, according to 
the Anglo-Saxon Chronicle entry f o r 903, Edward the Elder "harried 
a l l the land of the Scandinavians between the dykes and the Ouse, a l l 
as far north as the Fens1.1.25 This precise d e f i n i t i o n of the location 
of Scandinavian held lands i s unique, and the lack of Scandinavian 
place-names i n the areas that were f i r s t colonised by the Scandinavians, 
together with the English element i n hybrid names, show that a substan-
t i a l native population survived i n those areas, a population that was 
i n time to be deeply influenced by the Scandinavian presence. This 
evidence highlights the d i f f i c u l t i e s of equating d i s t r i b u t i o n patterns 
with c u l t u r a l groupings, such as with the inhabitants of the Danelaw 
area. 
Similar problems accompany the use of Scandinavian personal names 
as evidence of the d i s t r i b u t i o n of s e t t l e r s and settlements, although 
these too are numerous. Some of these personal names 
were current i n England f o r a very long t i m e , 2 7 and denote that name-
giving habits i n England were profoundly affected by the example of 
the r u l i n g class, rather than that a Scandinavian name i s a guarantee 
139 
of Scandinavian ancestry. . Conclusions about the number of colonists 
cannot be drawn from the popularity of the names they introduced. A 
recent study by Fellows Jensen 2 8 has shown that there are many cases 
of fathers with Scandinavian names giving t h e i r children English names, 
and vice-versa. 
The second source of information about the extent and character of 
Scandinavian settlements i s derived from archaeological discoveries. 
As Giepel writes "there are disappointingly few r e l i c s that can, without 
reservation, be a t t r i b u t e d to them [the Scandinavian s e t t l e r s ] " , 2 9 a 
fact which emphasises the degree of interpenetration between the English 
and the Scandinavian invaders. This relationship i s reflected i n the 
archaeological monuments, such as i n the sculpture from Yorkshire, which 
Lang c a l l s "Anglo-Scandinavian". 3 0 He maintains that an Anglian con-
servatism continued through the tenth century even i n thoroughly Scandi-
navianised areas, and that although a Scandinavian taste i s obviously 
present, the evolution of the sculptural styles was an insular develop-
ment. 3 1 
Despite the abundant and unambiguous proof of the Scandinavian 
presence i n the east of England offered by the place-name avidence, 
archaeological discoveries h i g h l i g h t the problems of equating d i s -
t r i b u t i o n patterns with c u l t u r a l groupings. The i n t e r n a l variations 
i n the Danelaw area i n respect of race, density of Norse settlement, 
p o l i t i c a l allegiance and social organisation must not be underestimated. 
I n j u s t the same way as tenth century Yorkshire sculpture i s termed 
"Anglo-Scandinavian", 3 2 the style of the eleventh century metalwork 
described here r e f l e c t s both Anglian and Scandinavian tastes to greater 
or lesser degrees, (compare the Colchester mount (cat. no. 8) 
to the unprovenan.ced mount (cat. no. 4 ) ) . Since most of 
the material, i f not a l l , dates from a f t e r the Norman Conquest (see 
chapter nine), the persistent Scandinavian influence noted in. the 
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giving of post-Conquest place-names, such as Ormesby, i s reflected 
by a persistence, too, of Scandinavian s t y l i s t i c taste. As Jones 
writ e s , the "separate, i . e . Scandinavian, q u a l i t y of the Danelaw 
area was recognised "not only by Alfred and his English successors, 
but by the law of Knut i n the early eleventh century, and by Norman 
lawgivers a f t e r the Conquest". 3 3 
Thus, a comparison of the d i s t r i b u t i o n pattern of the Urnes 
style metalwork, w i t h the place-name and personal name d i s t r i b u t i o n 
maps, ( f i g s . N - 0 ) leads to a balance of p r o b a b i l i t y which suggests 
that i t i s v a l i d to associate the Urnes style metalwork with the 
Danelaw area, although i t may hot be p r i m a r i l y associated with Danish 
s e t t l e r s . There i s one other notable tendency i n the d i s t r i b u t i o n 
pattern, for which less evidence of i t s v a l i d i t y i s available. This 
is the s t y l i s t i c d i s t i n c t i o n between objects from the northern Danelaw 
area and the southern. 
Of the seven English Urnes style mounts, f i v e were found north 
of Peterborough, and one i s unprovenanced. Sawyer writes that 
Peterborough probably "lay close to the southern l i m i t s of the Danelaw 
proper", 3 1* by which he means the area of the f i v e counties, Lincoln-
shire, Leicestershire, Nottinghamshire, Derbyshire and Yorkshire. Of 
a l l the objects labelled on s t y l i s t i c grounds, "Urnes style of English 
manufacture", only the Durham crosier head was found north of Peter-
borough. These l a t t e r objects mostly come from the Danelaw d i s t r i c t s 
of East Anglia and Northamptonshire; or from southern English counties 
which are not associated with the Danelaw area, such as Somerset and 
Sussex. I n addition, the Ringerike/Urnes style mount from Mildenhall, 
and the debased Urhes style mount from Ixworth come from East Anglia. 
This d i s t i n c t i o n between the north and south Danelaw finds some 
support i n Sawyer's enquiry i n t o the economy of England i n the eleventh 
century. 3 5 He discusses the " i n t e r n a l c o l o n i s a t i o n " 3 6 of England, 
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which began as a response to the growing economic pressure to 
extend the area of c u l t i v a t i o n and settlement, and reached i t s 
peak i n the t h i r t e e n t h century. The expansion and subsequent 
prosperity was not peculiar to the Danelaw, and Sawyer records 
that there are clear indications of expanding settlement at t h i s 
time elsewhere i n England. In the eleventh century, the demand 
seems to have been above a l l for an extension of sheep farming, 
and so good sheep country, i n the Danelaw and elsewhere i n England, 
prospered greatly. Within the Danelaw, Sawyer notes an extension 
of settlement i n the Yorkshire and Lincolnshire wolds, marked i n 
part by place names ending i n -thorp, and remarks that "both areas 
had more i n common, economically, with the chalk h i l l s of southern 
England, than they had with the 'Scandinavian 1 areas of Northamp-
tonshire or East A n g l i a " . 3 7 These l a t t e r areas, which had long 
been set t l e d by the Danes, offered f a r less opportunities for 
expansion u n t i l much l a t e r , when the growing population increased 
i t s demand for food. 
Sawyer's use of the words "the 'Scandinavian' areas of North-
amptonshire and East A n g l i a " 3 8 leads to an i n t e r e s t i n g speculation, 
for i t i s precisely i n these areas that the Urnes style metalwork 
tends to be more closely related to the Scandinavian s t y l e , and to 
be a less d i s t i n c t l y Anglian version of the idiom. However, t h i s 
speculation, that the active p a r t i c i p a t i o n of the northern Danelaw 
area i n the more general economic expansion of eleventh century 
England led to a greater Anglicisation of a r t i s t i c taste i n the 
north than i n the south, where change and progress came more slowly, 
can only remain a matter of conjecture. I t must be remembered t h a t , 
so f a r , there are r e l a t i v e l y few Urnes metalwork finds i n England, 
spread over a wide area, and tha t , as a r e s u l t , conclusions reached 
from t h e i r d i s t r i b u t i o n patterns are quite f a l l i b l e . As new d i s -
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coveries are made, the above conjecture may be substantiated or 
invalidated. 
One further speculation may be made as a r e s u l t of t h i s 
observation of the d i s t i n c t i o n between the northern and southern 
areas, and that concerns the place(s) of manufacture of the English 
Urnes style mounts. I n the north, two major Scandinavian centres 
are known, York and Lincoln. Although the f i n d places of objects 
are l i k e l y to be more representative of the homes of the owners of 
those objects, than of t h e i r places of manufacture, 3 9 i t i s notable 
that two good examples of English Urnes style have been found i n 
Lincoln i t s e l f . 4 0 There i s considerable evidence of bronzeworking 
i n Lincoln, p a r t i c u l a r l y i n Flaxengate, which i s very close to the 
f i n d spot of cat.no.7. Crucibles and bronzeworking waste, including 
pieces of bronze sheet, i n both tenth and eleventh century l e v e l s , 
indicate that bronzeworking was a major i n d u s t r i a l a c t i v i t y , although 
no moulds'for English Urnes style objects have been recovered. 4 1 
York was a major a r t i s t i c centre, especially i n the e a r l i e r p e r i o d , 4 2 
and the closest p a r a l l e l s f o r the d i s t i n c t i v e English Urnes style 
animal heads both come from York, i . e . the Fishergate r i n g and the 
Skeldergate r i n g terminal (pi.64a ) ; both are probably tenth century 
pieces. I t seems l i k e l y t h a t , i f there was a workshop for these 
objects, then Lincoln or York, and probably the former, would have 
been the most obvious centre to have used. 
The Pitney brooch was found i n Somerset, and i s , perhaps, the 
f i n e s t English object of the Urnes s t y l e , both technically and 
s t y l i s t i c a l l y . These two facts may have prompted Kendrick to assert 
that the brooch i s either I r i s h or Anglo-Irish.* 3 That i t should be 
found i n such an un-Scandinavian area i s not surprising, when the 
easy p o r t a b i l i t y of the material i s taken i n t o account. What i s 
surprising i s t h a t , i n spite of t h i s inherent l i m i t a t i o n of the study 
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Parish Names of Scandinavian Origin 
Boundary of Alfred and Guthrum's Treaty. 
Figure N. Di s t r i b u t i o n map of parish names of Scandinavian o r i g i n 
T H E DISTRIBUTION O F 
URNES S T Y L E BRONZE MOUNTS 
IN ENGLAND 
Southern limit of 
the Danelaw 
TYNEMOUTH 
LINCOLN # 
EDGEFORD 
WISBECH ft 
PETERBOROUGH* 
MILDENHALL* 
XWORTH 
KEMSLEY 
DOWNS 
100 KMS 
Figure 0. Dis t r i b u t i o n map of Urnes style bronze mounts i n England 
of d i s t r i b u t i o n patterns of small metal objects, the Urnes metal-
work, with the one important exception of the Pitney brooch, should 
have been found concentrated i n one major area, the Danelaw, and 
that so f a r , the newest discoveries of material completely comply 
with t h i s pattern. 
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Chapter seven. 
Sculpture i n England of the Urnes st y l e . 
With one exception, that of the monument from Jevington, Sussex 
(cat.no.20), there i s no sculpture i n England that can be called 
d e f i n i t i v e l y Urnes style. Thus, there i s a marked difference i n 
s i t u a t i o n between the two mediums of stone and metal. I t seems that 
as the quantity and qualit y of Urnes style metalwork i n England con-
tinues to rise as new discoveries are made, paradoxically, the number 
of sculptural monuments that have been thought to display Urnes st y l e 
influences i n the past, continues to diminish as the character of the 
style i s c l a r i f i e d . 
There are several reasons for t h i s apparent discrepancy between 
the mediums, of which the p o l i t i c a l consequences of the Battle of. 
Hastings are of major consideration. The English clergy had been 
active i n t h e i r support f o r Harold, and as the Church was a powerful 
i n s t i t u t i o n , William the Conquerer recognised the importance of con-
solidating his p o s i t i o n , by replacing them with trusted men from 
Normandy, as soon as possible.. Within twenty years, only one English 
abbot remained i n charge of a monastery. I t was largely as a r e s u l t 
of t h i s policy t h a t , as Zarnecki states, "the process of Normanisation 
became very rapid almost immediately a f t e r the Battle of Hastings". 1 
Almost as soon as a new Norman bishop or abbot was i n s t a l l e d , the 
building of a new church began, and t h i s ''feverish building a c t i v i t y " 2 
produced Durham Cathedral by the end of the eleventh century. 
The rapid Normanisation of the Church had far-reaching consequences 
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for the sculptural a r t of the period. Unlike the metalwork 
material, which was not exclusive to the e c c l e s i a s t i c a l world 
(above p, 134-135) sculptural monuments were almost always carved i n 
connection with the buil d i n g of a church. Thus, the l o g i c a l 
a r t i s t i c development i n the medium of sculpture was interrupted. 
The slow process of adoption of Norman and Romanesque a r t , which 
would almost cer t a i n l y have taken place i n time, 3 was unnaturally 
hastened, as a resu l t of William's e a r l i e s t p o l i c i e s following 
the Conquest. Consequently, the t r a n s i t i o n a l Urnes/Romanesque 
phase, that i s to be seen so c l e a r l y i n Scandinavia, did not occur 
i n England i n quite the same way. 
The tendency of a r t history to be viewed largely i n i s o l a t i o n 
from the h i s t o r i c a l and p o l i t i c a l s i t u a t i o n of a period has led, i n 
t h i s case, to an underestimation of the impact on a r t of the Norman 
invasion. For the period from 1066-1100, the v a r i e t y and q u a l i t y 
of sculpture i s l i m i t e d . Within the e a r l i e s t Anglo-Norman churches 
sculptured decoration i s scarce, which i s surprising i n view of the 
high standard of t h e i r a r c h i t e c t u r a l achievements. 4 Zarnecki 
suggests that the use of wa l l painting was a p r i n c i p a l means of 
decoration and that even the capitals were covered with painted 
designs. 5 
The d i r e c t influence and control of the Normans was l i m i t e d i n 
the eleventh century to the big cathedrals and abbeys i n the main, 
and outside of these centres, Anglo-Saxon sculpture was influenced 
only i n d i r e c t l y . 6 However, there can be l i t t l e doubt that the 
imposition of Norman ar c h i t e c t u r a l ideas, and the consequent neglect 
of sculptural a r t i n the major h i s t o r i c a l centres, can have l i t t l e 
helped the a r t i s t i c development of the sculptural t r a d i t i o n generally. 
The almost complete absence of Urnes style sculpture i n the late 
eleventh century i s indi c a t i v e of the general disruption of a r t i s t i c 
trends i n t h i s period. 
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The Norman neglect of sculptural a r t i n the-eleventh century 
was largely r e c t i f i e d i n the t w e l f t h century. The evidence i s 
that the "feverish b u i l d i n g a c t i v i t y " 7 continued, and not only were 
more new churches b u i l t i n place of e a r l i e r Anglo-Saxon buildings, 
but also, the e a r l i e s t Norman churches were enlarged and improved. 8 
Whereas, i n the eleventh century, sculpture had been r e s t r i c t e d to 
some capitals and tympana, i n the t w e l f t h century, elaborate sculp-
t u r a l decoration was incorporated i n t o the buildings on doorway 
frames, windows, along the walls on s t r i n g courses and arcadings, 
on tympana, capi t a l s , shafts, and even on wall surfaces. Zarnecki 
has termed t h i s phase "Anglo-Norman",9 and the term i s considerably 
more appropriate than the term f o r a l o g i c a l a r t i s t i c development, 
the "Urnes/Romanesque" phase, even when applied to the a r t , as well 
as to the architecture. 
I n the past, many references have been made to Urnes style 
influences on Romanesque sculpture, precisely because a natural 
development from the old style to the new has been envisaged. For 
example, although Kendrick acknowledges that very soon a f t e r the 
Conquest, i n both urban and r u r a l environments "Saxon schools both 
i n the north.and i n the south of England came to an end", 1 0 he believes 
that Viking taste survived the Conquest, and i s expressed i n a small 
number of stone carvings. He mostly refers to these carvings as 
examples of Urnes influence on Romanesque sculpture. 
Two examples of Kendrick 1s Urnes/Romanesque phase carvings are 
to be found i n St.Nicholas' church, Ipswich. These are a rectangular 
panel showing St.Michael f i g h t i n g the dragon, and a tympana on which 
a boar i s represented ( p i . 70 ) • Kendrick refers to the "surviving 
Urnes i n s p i r a t i o n " of the St.Michael scene, the "Urnes s p i r i t " of 
the dragon's t a i l , and "the extravagantly mannered Urnes mouth" of 
the boar". To refer to Urnes influences i n t h i s way i s to misunder-
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stand not only the Urnes s t y l e , but also the style of the period. 
The St.Nicholas' carvings represent twelfth-century Anglo-Norman 
a r t , that i s to say, Romanesque a r t which i s d i f f e r e n t i a t e d from 
that of the Continent, i n that, a f t e r a lapse of almost f i f t y 
years, representing a p o l i t i c a l and h i s t o r i c a l t r a n s i t i o n a l phase, 
sculptured ornament i s introduced in t o Norman architecture by 
sculptors with a consciousness, and a new-found tolerance, of pre-
Conquest sculptural a r t . After such an upheaval, t h e i r awareness 
i s not p r i m a r i l y of the preceding Urnes s t y l e , as i t was during 
the Urnes/Romanesque t r a n s i t i o n a l phase i n Scandinavia, but of the 
r i c h , pre-Conquest sculptural t r a d i t i o n i n England generally, from 
which they drew.different influences as appropriate. 
In her enlightening a r t i c l e on the St.Nicholas 1 church sculp-
t u r e , K i t Galbraith suggests that the hip j o i n t s of the boar are 
characteristic of the Mammen s t y l e , and the eye i s " t y p i c a l l y 
Ringerike". 1 2 Yet there i s a considerable body of evidence to 
suggest that these carvings are twelfth-century works. The St. 
Michael scene i s made of Caen stone, which was apparently only used 
i n post-Conquest church b u i l d i n g . 1 3 The form of St.Michael's 
shield, and i t s central boss are closely paralleled on the Bayeux 
t a p e s t r y . 1 4 The scene i s comparable to several St.Michael and the 
dragon sculptural representations, i n Nottinghamshire, Derbyshire 
and Leicestershire, i n p a r t i c u l a r . 1 5 Zarnecki maintains t h a t , by 
analogy to the Water Str a t f o r d , Buckinghamshire tympanum, t h e i r 
style i s consistent with an early t w e l f t h century date, and that also 
for technical reasons, they should be dated a f t e r the Conquest. 1 6 
Galbraith argues that a comparison of the two St.Nicholas' sculp-
tures reveals so many s t y l i s t i c and technical s i m i l a r i t i e s , that 
they are almost c e r t a i n l y of the same date and by the same workshop, 
i f not by the same s c u l p t o r . 1 7 
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In the l i g h t of t h i s evidence, the concept of the use of 
Mammen and Ringerike features i n the t w e l f t h century, although 
surprising, i s v e r i f i e d . The " v o l u t e - l i k e " 1 8 form of the f r o n t 
s p i r a l hip of the boar, and the double contouring of both hips, 
are Mammen features; the short, almond-shaped eye, and the long, 
s o l i d body of the creature are reminiscent of the Ringerike s t y l e ; 
the mouth i s Urnes derived, but lacks the Urnes lightness. The 
dragon also has a Ringerike style eye, as well as an Urnes style 
front, h i p , and a t a i l forming an asymmetrical, figure-of-eight 
shape. Both carvings have punched backgrounds, which Galbraith 
compares with the backgrounds of such Scandinavian objects as the 
Heggen vane, the Kallunge vane, and the Ardre I I I , Gotland rune-
stone, as w e l l as the Winchester g i l t bronze p l a t e . 1 9 However, 
the foliage and te n d r i l s of the Ringerike style are absent; the . 
addition of scales to the dragon.and a crest to the boar i s foreign 
to the Urnes s t y l e , arid the c l a r i t y of the outlines are a t t r i b u t a b l e 
to the Romanesque s o l i d i t y of the creatures, rather than the flue n t 
curves of the Urnes s t y l e . More importantly, the motifs of St. 
Michael and the dragon, and a boar, are without p a r a l l e l i n Scandi-
navian or pre-Conquest ornament. 2 0 "-. E 
Thus, i t i s inaccurate to consider the St.Nicholas' carvings 
i n terms of an Urnes/Romanesque phase. They are Anglo-Norman 
carvings with Scandinavian derived influences of the Mammen, Ringe-
r i k e and Urnes styles. The same i s true of most other sculptures 
of t h i s period, which have been previously a t t r i b u t e d to the Urnes/ 
Romanesque phase. These are b r i e f l y summarised i n appendix D. 
Even those sculptures which display only Urnes influences can r a r e l y 
be termed Urnes/Romanesque, for they, too, are p r i m a r i l y Anglo-Norman, 
and af t e r a lapse i n time, t h e i r sculptors have incorporated Urnes- . 
derived features i n t o predominantly t w e l f t h century a r t . However, 
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there are a small number of carvings which do not merely contain 
Urnes-derived features, but which r e t a i n the impression of fluency 
and lightness, i n contrast to the more usual, predominantly Roman-
esque character. To these sculptures alone, the term Urnes/Roman-
esque i s applied, and they are dealt with below, as part of the 
same t r a d i t i o n that produced the jevington carving. 
The sculpture from Jevington, Sussex (cat.no.20) i s dominated 
by the large figure of Christ. However, i n two small panels at 
either side of his legs, there are animal scenes. To the l e f t i s 
a creature of Romanesque character, with Urnes derived features 
present i n certain d e t a i l s . For instance, the t a i l terminates i n 
a round lobe. The hindquarters of the body s p l i t i n t o narrower 
t e n d r i l s , which loop i n an uncontrolled fashion. The loops are 
almost c i r c u l a r , and the ornament lines again terminate i n round 
lobes, but the loop scheme i s unco-ordinated, and i r r e g u l a r . The 
eye i s more reminiscent of the Ringerike s t y l e , and no hips are 
present. The head i s paralleled on several Anglo-Norman sculptures, 
including the Kilpeck doorway (pi.72 ) , and the St.Bees, Cumbria 
2 1 
carving. 
The creatures i n the right-hand panel are Urnes style ribbon 
beasts. The ornament lines are f l u e n t ; the bodies of the creatures 
gently taper and swell; and the proportions of the animals are elon-
gated. Two animals are probably represented i n the panel, although 
as the piece i s damaged, and possibly unfinished, i t i s not possible 
to be certain. The major creature has an Urnes style head, viewed 
i n p r o f i l e , with an almond-shaped eye, a small ear, a folded back-
wards and downwards nose extension, and a pendant lower l i p . The -
body divides at the end of a long neck to form narrower, i n t e r t w i n i n g 
t e n d r i l s , which loop i n ir r e g u l a r schemes. The ornament lines termi-
nate i n round lobes. The secondary creature's head i s positioned 
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immediately adjacent to the primary creatures', although a combat 
motif i s not clear. I t s body width i s narrower than the main 
creature's, but i t does not apparently loop at a l l , and terminates 
i n a round lobe. 
The shallowness of the carving, i n comparison with the r e l i e f 
of the Christ figure and the Romanesque creature, as well as the 
rough f i n i s h to the p l a i n background, indicate that the panel may 
be unfinished. I n several ways, the ornament i s reminiscent of the 
style of the Wisbech mount (cat.no.9). The body of the main 
creature i s double contoured, u n t i l i t divides i n t o two; the head 
resembles the head of the Wisbech animal; and the i r r e g u l a r loop 
schemes are also indicative of the same t r a d i t i o n . The i n t e r -
twining t e n d r i l s emerge from the body of the main creature, as they 
did on the English Urnes style bronze mounts; and the secondary 
creature, whose presence i s unusual i n the English s t y l e , i s treated 
s i m p l i s t i c a l l y . The Urnes beast i s carved less confidently than 
the rest of the ornament on the sculpture, but i t s s t y l i s t i c origins 
are clear, and i t d i f f e r s l i t t l e from the metalworfc examples of the 
Urnes style i n England. Only t h i s small panel on the r i g h t side of 
Christ's legs may be termed d e f i n i t i v e l y Urnes s t y l e . 
The jevirigton sculpture i s carved on a f l a t stone, now incor-
porated i n t o the north wall of the nave of Jevington church. Three 
decorated c a p i t a l s , one from Norwich Cathedral (cat.no.21), and two 
from Kirkburn, i n the East Riding of Yorkshire (cat.no.22) display 
the general characteristics of the Urnes style i n t h e i r ornament, 
notably the lightness and fluency of curve. 
I t i s i r o n i c t h a t , when the Urnes style on sculpture i s generally 
so poorly represented, one of the closest p a r a l l e l s of a l l to the 
Scandinavian style i s to be found on a twelfth-century, Anglo-Norman, 
sculptured c a p i t a l . The Norwich c a p i t a l i s a p a r t i c u l a r l y f i n e work, 
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comparable fo r both styl e and technical achievement.to the Pitney 
brooch (cat.no.12). The ornamentation i s continuous, round three 
sides of the monument. Several ribbon beasts are depicted, whose, 
bodies "swell and taper gently, before evolving i n t o narrower 
t e n d r i l s , which intertwine forming multi-loop and figure-of-eight 
loop schemes. The decoration on the three sides i s very si m i l a r . 
Charles Green's drawing of one of the sides (fi g . P ) reveals that 
the design i s composed of broad and t h i n lines arranged i n i n t e r -
penetrating loop schemes, which encircle the p l a i n background. 
The overall design i s reminiscent of that on Urnes stave church 
i t s e l f , although there i s a less spacious e f f e c t , as a r e s u l t of 
the large number of in t e r t w i n i n g t e n d r i l s . Two ribbon beasts are 
depicted on t h i s side. Their heads are placed in-each top corner, 
and although both damaged, they seem to have been viewed i n p r o f i l e , 
with folded backwards and downwards nose extensions, and pendant 
lower l i p s terminating i n round lobes. Their heads are less elon-
gated than t h e i r Scandinavian counterparts; t h e i r ears are long and 
pointed; and no eyes are v i s i b l e . The curvature of the beast on 
the r i g h t side resembles that of the Urnes p o r t a l standing 
quadruped, although the hind quarters evolve i n t o an i n t e r t w i n i n g 
t e n d r i l . The creature on the l e f t side resembles the ribbon beasts 
of Urnes p o r t a l i n i t s curvature. I t , too, evolves i n t o 
an intertwining t e n d r i l . The development in t o t e n d r i l s i s marked 
by the termination of lengths of beaded ornament, which occupy the 
ornament lines of the animal bodies, and which are reminiscent of 
the beaded ornament on the body of the Pitney brooch animal. Every 
t e n d r i l i n the design i s a continuation of one or other of the animal 
bodies, and i n f a c t , the t e n d r i l s from each animal are joined, so 
that the two creatures are inextricably linked together. In t h i s , 
the design follows the English Urnes t r a d i t i o n , i n that i n t e r t w i n i n g 
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Figure P. One side of the Norwich ca p i t a l 
t e n d r i l s emerge from the animals' bodies and have no independent 
role.; and the number of terminations i s minimised, so that i t i s 
not immediately apparent from where they emerge., nor where they 
terminate. 
Some elements of the design, are untypical of the Urnes s t y l e . 
The beading on the bodies i s one example. The ornament lines of 
the bodies and the t e n d r i l s are double contoured, and only the 
creature to the l e f t has a s p i r a l h i p , and that i s a diminutive 
version. Series of lines mark the animal bodies, at the junction 
of the necks and bodies. The leg of the creature to the r i g h t i s 
short, and the foot i s three-toed. The leg and foot of the crea-
ture to the l e f t i s reminiscent of the hind leg of the Pitney brooch 
animal, with a sharp bend at the knee j o i n t , where the leg meets the 
border of the piece, and a foot with a vegetal appearance. The sub-
triangular hip j o i n t s , such as those on the s p i r a l bodies of the 
ribbon beasts on the English Urnes style bronze mounts, are also 
represented on the inter t w i n i n g t e n d r i l s of the Norwich c a p i t a l . 
However, there are f i v e of them altogether, and they are decorative, 
rather than representative of j o i n t s . The int e r t w i n i n g t e n d r i l s 
frequently divide, and have a number of offshoots. Often these 
take the forms of round lobes, appended to the ornament l i n e s , but 
many of them are vegetal i n appearance, involving pear-shaped lobes. 
Nevertheless, o v e r a l l , the fluency of the curves and the use of the 
loop schemes indicates an undoubted Urnes t r a d i t i o n f o r the piece. 
Zarnecki writes that the Norwich ca p i t a l i s .the product of a d i r e c t 
Viking influence on Anglo-Norman a r t " i n the area where the Vikings 
were once supreme, and where the Viking s e t t l e r s could have been 
expected to have inaugurated a strong t r a d i t i o n " . 2 2 For a l l t h a t , 
the comparative s i n g u l a r i t y of the monument expresses more cl e a r l y 
the- predominance of Anglo-Norman a r t of the period. 
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The two capitals from Kirkburn (cat.no.22) display Urnes 
influences of a very d i f f e r e n t character, for there are no zoo-
morphic elements. Instead, both capitals are decorated with a 
series of broad and t h i n i n t e r t w i n i n g t e n d r i l s , which loop i n 
i r r e g u l a r schemes. The two capitals are now part of an external 
window i n the south wall of the church at Kirkburn. Although 
s i m i l a r , the ornamentation of the two pieces i s not i d e n t i c a l . 
Simple human masks are positioned at the centre top of each capi-
t a l , and the intertwining t e n d r i l s on the c a p i t a l to the l e f t of 
the window, appear to emanate from t h i s head. The broader l i n e 
widths contain engraved l i n e s , which follow the outermost contours. 
The ornament lines tend to terminate i n points or vegetal motifs, 
rather than round lobes. 
The Urnes influence i s to be seen more i n the general impres-
sion of the cap i t a l s , rather than i n the deta i l s of t h e i r designs. 
The work i s not accomplished, although the outer face of the c a p i t a l 
to the r i g h t displays more delicate intertwinings of the Urnes type 
than elsewhere. The loop schemes are unbrderly, although the con-
trasts between broad and t h i n ornament l i n e s , and between both l i n e 
widths and the p l a i n background, are of major consideration. The 
lack of zoomorphic character indicates that the Urnes influence i s 
s l i g h t . I t i s unlikely that the pieces are d i r e c t l y i m i t a t i v e of 
the Urnes s t y l e ; and more l i k e l y that they represent the unconscious 
re-use of a t r a d i t i o n a l form of ornamentation i n a l a t e r period. 
The sculptures from Hoveringham and Southwell (cat.nos.23 and 24) 
bear comparison with the Ipswich panel, i n that they are among a 
group of sculptures associated with what Moe terms "the c u l t of St. 
Michael". 2 3 .The tympanum from the St.Michael,and A l l Saints Church 
i n Hoveringham depicts St.Michael, with the Agnus Dei behind him, 
f i g h t i n g the dragon. The church of St.Mary the V i r g i n i n Southwell 
154 
has a tympanum, now re-used as a doorway l i n t e l , which depicts 
precisely the same motif. Although t h i s scene recurs several 
times i n Anglo-Norman sculpture, p a r t i c u l a r l y i n Nottinghamshire, 
Leicestershire and Derbyshire, these two versions alone display 
obvious Urnes style influences i n the Romanesque dragon motif. 
The two works are very s i m i l a r , both s t y l i s t i c a l l y and tech-
n i c a l l y . They are both carved i n " f l a t f igure s t y l e " , 2 < l and i t 
seems l i k e l y t h a t , as Moe suggests, the two monuments may be the 
works of the same a r t i s t , or at any r a t e , the same school. 2 5 
The close proximity of Southwell and Hoveringham, i s another 
reason to suggest t h i s . The forequarters of both dragons are 
t y p i c a l l y Romanesque i n st y l e . However, i n both cases, the hind-
quarters loop back on themselves, and form strong, diagonal lines 
before terminating i n Romanesque vegetal ornaments. The ornament 
lines of the bodies are intertwined with t e n d r i l s of a narrower 
l i n e width, which emerge from the main bodies of the creatures. 
The impression of broad and t h i n lines juxtaposed w i t h the p l a i n 
background, and arranged i n loop schemes formed of f l u e n t curves, 
i s undoubtedly indi c a t i v e of the Urnes t r a d i t i o n . Fearshaped lobes 
and round lobes emerge from the narrower l i n e widths, and are to be 
found i n both Urnes and Romanesque a r t . The Hoveringham dragon i s 
repeated i n miniature above the major motif. The smaller dragon 
has an Urnes style head, which i s viewed i n p r o f i l e , with a folded 
backwards and downwards nose extension, a pendant lower l i p and an 
almond shaped eye, and a small ear. The ornament lines of both 
creatures terminate mostly i n round lobes. 
Below the Hoveringham tympanum i s a l i n t e l , decorated with a 
frieze of two intertwined ribbon beasts. Both animal heads are 
similar to that of the smaller creature on the tympanum. Again, 
the juxtaposition of broad and t h i n lines on a p l a i n background i s a 
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major feature. Narrow, inter t w i n i n g t e n d r i l s emerge from the 
main animal bodies, to form wide loops and to produce a pattern 
of f l u e n t curves. The design i s subtly asymmetrical. A curious 
"angelic" creature confronts the ribbon beast to the r i g h t , while 
the animal to the l e f t has a backturned head, and bites i t s own 
body. 
This l i n t e l f r i e ze expresses the Urnes t r a d i t i o n even more 
clearly than the dragons on the tympanum. Although the winged 
creature to the f a r r i g h t i s a Romanesque i n t r u s i o n , the majority 
of the design i s t y p i c a l l y Urnes st y l e . The ornamental f r i e z e i n 
the wall of Vamlingbo church, Gotland (pi.63 ) bears many simila-
r i t i e s to the Hoveringham f r i e z e . However, the bodies of the Vam-
lingbo ribbon beasts form figure-of-eight loop schemes. Although 
the overall impression i s s i m i l a r , the narrow t e n d r i l s on the Hover-
ingham fr i e z e loop according to the English s t y l e , that i s , i n an 
unregulated fashion. 
Both Kendrick and Moe remark on the fact that the "barbaric 
animals are done with greater zest than the ... Romanesque creature". 2 6 
On the two tympana, the execution of the dragons' convoluted, Urnes 
influenced t a i l s i s c e r t a i n l y more confident than that of the St. 
Michael figures, and consequently, tends to dominate the designs. 
The implication i s that the sculptor(s) of the two tympana was more 
fa m i l i a r w i t h the Urnes t r a d i t i o n than the sculptors of most other 
Anglo-Norman a r t . I t i s s i g n i f i c a n t i n t h i s context t h a t , unlike 
the sculptor of the St.Nicholas' church, Ipswich carvings, Scandina-
vian influences are l i m i t e d to the inclusion of f i n e Urnes ornament, 
instead of a selection of pre-Conquest, Anglo-Scandinavian features. 
For t h i s reason, the Hoveringham and Southwell carvings represent an 
Urnes/Romanesque s t y l i s t i c phase, of which they are p r a c t i c a l l y the 
only representatives. 
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I t should be mentioned here that the smaller animal above the 
major dragon on the Hoveringham tympanum i s possibly indicative of 
the re-use of an e a r l i e r Scandinavian element. The bronze vane 
from Soderala f o r instance, and the St.Paul's Churchyard stone both 
include miniature versions of the major animal motif i n t h e i r orna-
ment, which Moe terms "a kind of s a t e l l i t e " . 2 7 However, generally, 
e a r l i e r Scandinavian influences are minimised on these two monuments. 
Anglo-Norman sculptures displaying Urnes style elements amongst 
t h e i r usually varied ornamental repertoire are dealt with i n appen-
dix D. However, the f i v e sculptures described above, those from 
Jevington, Norwich, Kirkburn, Hoveringham and Southwell, are d i s t i n -
guished as being the only monuments to r e t a i n the essential character 
of the s t y l e . I n t h e i r ornamentation, they display an awareness, 
not necessarily of the t y p i c a l ornamental d e t a i l s encountered i n 
Urnes designs (although, some features, such as the Hoveringham l i n -
t e l animal heads, do bear a close resemblance t o Scandinavian versions) 
but p r i m a r i l y , of the underlying principles of the Urnes s t y l e , as 
defined by the formal analyses applied i n chapter two. The compari-
son Kendrick draws between the "authentic barbaric power" 2 8 of the 
Urnes influenced dragons on the Hoveringham and Southwell tympana, 
and the "miserable, s p i r i t l e s s t h i n g s " , 2 9 as he c a l l s the Southwell 
l i o n , and the Hoveringham Agnus Dei, may also be a comparison between 
those sculptures that have retained the essence of the Urnes s t y l e , 
and those which make use of Urnes derived elements i n fundamentally 
Romanesque carvings. That so few sculptures should r e t a i n t h i s 
essence, and that they should be as varied i n d i s t r i b u t i o n and orna-
mentation as they are, i s a di r e c t r e s u l t of the rapid Normanisatiori 
of the Church following the Norman Conquest. That Scandinavian . 
influences should be discernible at a l l i n a number of twelfth-century 
Anglo-Norman sculptures r e f l e c t s the fact that Norman sculpture, too, 
was affected i n England by the dramatic effects of the b a t t l e of 1066. 
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Chapter eight. 
Miscellaneous examples of Urnes _style decoration i n England. 
There are only two additional examples of the Urnes style i n 
England; one occurs on an unusual walrus ivory comb, and the other 
i n an Anglo-Saxon manuscript. 
A. The walrus ivory comb (cat.no.25). 
This unprovenanced comb i s unusual i n every respect. I t i s 
considerably smaller than most early medieval combs, measuring 5.4 
by 4.1 cms., and i s made from a single slab of walrus ivory. The 
t y p i c a l Anglo-Saxon comb i s normally much larger, and made of 
several pieces of bone or ivory, which are joined by a central.bar 
along either, face, which i s nailed on with r i v e t s of bronze or i r o n , 
and acts as a strengthener; the teeth are cut i n t o the longer sides. 1 
Wilson records only one other single slab, double-sided Anglo-Saxon 
comb of small proportions, from Wallingford, Berkshire, dateable 
perhaps to the lat e tenth or early eleventh century. 2 However, t h i s 
comb has teeth on the long sides, and thus belongs to Lasko's " h o r i -
zontal" group, while the example here i s of the " v e r t i c a l " type. 3 
Although combs of such a small size and made from a single slab of 
bone or ivory are not unknown i n e a r l i e r Romano-British contexts, 
they, too, l i k e the Wallingford comb, are of the "horizontal" type. 
Lasko divides single slab, double-sided combs into these two 
major typological groups, "horizontal" and " v e r t i c a l " , i n which 
"horizontal" combs have teeth on the long sides, and " v e r t i c a l " combs 
on the short. 4 He subdivides these groups according to the shape of 
the decorative space available. " V e r t i c a l " combs may have either a 
rectangular or square, a semicircular, or a segmental shaped decora-
t i v e area. This walrus ivory comb i s " v e r t i c a l " with a rectangular 
area f o r decoration. 
Lasko records that " v e r t i c a l " combs probably originated i n Coptic 
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Egypt, that they range i n date from the Carolingian to the Roman-
esque period, and that they are unknown l a t e r than the t w e l f t h 
century. 5 Twenty-six combs of the " v e r t i c a l " type and. made of a 
single slab of bone or ivory, are l i s t e d by him, from Europe and 
the Mediterranean. 6 They are a l l much larger than the example 
here, up to 31.5 cms. i n height. Three of Lasko's examples are of 
presumed Anglo-Saxon manufacture. 7 These are St.Cuthbert's comb, 
a fragmentary eleventh century example probably from Wales, and a 
tenth century object which was preserved i n Nivelles, France, but 
which has now been destroyed. These, too, are large examples; 
Cuthbert's comb, for instance, measures 11.85 by 16.3 cms. There 
i s only one other, small " v e r t i c a l " comb known; i t measures 5.4 by 
3.4 cms., and comes from the Khazar fortress at Sarkel on the Don.8 
Thus, t h i s walrus ivory comb i s d i s t i n c t i v e i n both size and form, 
amongst the Anglo-Saxon material. 
The object was o r i g i n a l l y published by Goldschmidt i n 1923, 
when i t was i n the c o l l e c t i o n of Frau T i l l a Durieux. 9 He compared 
i t to the Anglo-Saxon casket i n Brunswick ( p i . 69a) and suggested 
that i t was of eighth or nint h century date, on the basis of the 
s i m i l a r i t i e s between the juxtaposed c a t - l i k e creatures on one side 
of the comb and i n one ornamental f i e l d on the casket. However, 
the other face of the comb i s decorated with an interlaced ribbon 
beast, whose origins are Scandinavian. The ribbon body loops i n an 
asymmetrical figure-of-eight shape, and i s superimposed on a p l a i n 
background. Only one creature i s represented, as on the English 
Urnes style bronze mounts (cat.nos.1-7), and i t interlaces with i t -
s e l f . There i s some contrast between broad and t h i n l i n e widths, 
i n that an inanimate t e n d r i l , of narrower proportions than the animal 
body, encircles the central portion of the serpent. The animal head 
i s viewed i n p r o f i l e , and has a pointed ear and an almond-shaped eye. 
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The l a t t e r i s small, as were the eyes of the creatures on the 
Durham crosier head (cat.no.16) and the Colchester mount (cat.no.8). 
The nose i s unusual, broad and round-ended, but upturned as i f 
there was a nose extension. The short lower l i p i s pendant, and 
terminates i n a round lobe, as does the narrowing t a i l of the crea-
ture. I n essence, t h i s i s an Urnes style ribbon beast from England. 
Wilson acknowledges that the "l e n t o i d eye" and the " w e l l -
defined snake-like body" are indicative of the Urnes s t y l e , but he 
asserts that the design i s t y p i c a l of the "Anglo-Saxon/Viking Rin-
gerike school of ornament". 1 0 The fluent and uninterrupted ornament 
lines of the creature, and the absence of the "additive p r i n c i p l e of 
composition" 1 1 do not support t h i s view, but the piece was analysed 
by curvature i n an attempt to determine i t s r e a l a f f i n i t i e s . When 
a l l the ornament lines present are juxtaposed i n a drawing ( f i g . Q ) 
i t i s immediately apparent that the most common type of l i n e i s the 
bow-shaped curve, with a varying, but continuously large radius. 
With very few exceptions, the lines are of the same type as those 
dominant i n the curvature pattern of the bronze mount from Sedgeford, 
(fig.G>i$ and even the Urnes church standing quadruped ( f i g . D . i i ) . 
They conform with each other i n the d i s t i n c t i v e Urnes manner noted 
on the above artefact and monument, and demonstrate that t h i s i s an 
Urnes style creature. 
I t i s thus not possible to concur with Goldschmidt that the 
piece i s of eighth or ni n t h century date. The c a t - l i k e creatures, 
on which he bases his conclusions, are "normal Romanesque ar t of 
tenth/early eleventh century England" asserts Wilson. 1 2 They may be 
compared to those animals on the London Bridge 1 3 and Canterbury 
(pi.69 ) censer covers i n the B r i t i s h Museum, which Wilson suggests 
are tenth-century objects. l l f These early dates would coincide with 
the Ringerike assignation of the other side of the comb. However, 
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Figure Q. 
i . Ribbon beast on the walrus ivory comb, prepared 
f o r curvature analysis 
ii. Ornament lines of the walrus ivory comb ribbon 
beast juxtaposed 
the arrangement of the two animals i s comparable to the ornament 
of several larger, single slab, ivory combs from the Continent. 
An example i n the Cathedral Treasury i n Bamberg15 has two similar 
Romanesque animals symmetrically opposed on either side of a 
central bar, and contained w i t h i n a beaded frame, such as i s found 
down the shorter sides of the f i e l d containing the ribbon beast on 
the English object. Goldschmidt dates t h i s comb, which measures 
10.5 by 11.1 cms., to the eleventh or t w e l f t h century. 1 6 Two combs 
i n Prague 1 7 and Siegburg 1 8 are ornamented with Romanesque winged 
dragons; on each a r t e f a c t , two i d e n t i c a l creatures are symmetrically 
juxtaposed withi n a rectangular f i e l d . Goldschmidt also dates these 
to the eleventh or t w e l f t h c e n t u r i e s . 1 9 
As c a t - l i k e creatures occur on the Brunswick casket, the London 
and Canterbury censer covers, and the walrus ivory comb, they cannot 
be used to ascertain the date of the l a t t e r . Since the ribbon beast 
i s an Urnes style creature, and the arrangement of the ornament i s 
reminiscent of eleventh and t w e l f t h century continental combs, i t 
seems l i k e l y that the walrus ivory comb i s an Urnes/Romanesque piece, 
to be dated accordingly later- than Wilson suggests (see chapter nine). 
Although the ornament of both faces i s much worn, i t was obvious-
l y an elaborate object, carved i n deep r e l i e f . Tool marks are v i s i b l e 
i n the recesses, but the animal ornament i t s e l f i s well finished, the 
bodies of the creatures being rounded and polished. The comb may 
have been used for a v a r i e t y of functions, either as a t o i l e t imple-
ment, or as a hair decoration, or as a l i t u r g i c a l object, although 
t h i s l a t t e r usage i s undocumented before the t h i r t e e n t h century. 2 0 
I t i s not possible to determine the o r i g i n a l use of the object. 
A stylus addition to Royal I.E.VI (cat.no.26). 
I n a Gospel Book from St.Augustine's, Canterbury, which probably 
dates from the late eighth or early n i n t h century, 2 1 a miniature has 
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l a t e r been added, painted on the reverse of one of the o r i g i n a l 
purple-dyed leaves, I t shows the Evangelist Mark, and probably 
dates from sometime between the l a t e tenth and mid-eleventh century 
(see chapter n i n e ) . 2 2 The Evangelist i s contained within a r e c t -
angular frame, which has l a t e r been s l i g h t l y impinged upon by a 
stylus addition, a drawing of an Urnes sty l e ribbon beast, above 
which i s written, i n the same hand, P ego.23 
The creature i s of the Scandinavian Urnes type. I t i s un-
finished, as shown by the incompleted terminal lobe below the s p i r a l 
hip and the lack of hindquarters. I t also has the appearance of a 
sketch, p a r t i c u l a r l y when s e r i e s of short, overlapping l i n e s are 
used to produce the more d i f f i c u l t curves of the neck and rump. 
However, apart from these l i n e s , the ornament l i n e s are fluent and 
uninterrupted, the proportions are elongated, the l i n e s taper and 
swell very gently; the head i s seen i n p r o f i l e , and i s c h a r a c t e r i -
s t i c a l l y Scandinavian, although no eye i s represented; the foot i s 
t y p i c a l with a heel and two long toes; and the front hip i s a sim-
p l i f i e d s p i r a l i n a widening of the body. The arrangement of the 
head and neck, and the leg and foot produces an open loop, and a l l 
the l i n e s have curves of a large radius. As the drawing i s u n f i n i -
shed, no loop schemes are. depicted, only the major animal character-
i s t i c s . However, the incompleted terminal lobe indicates that per-
haps the hindquarters of the creature should have evolved into i n t e r -
laced limbs of narrow l i n e width, which would have been arranged i n 
interpenetrating loop schemes. 
Although the design can be c l a s s i f i e d as a Scandinavian Urnes 
type, i t was not drawn by a Scandinavian hand. The i n s c r i p t i o n 
above the animal head, P ego, and the beast are drawn by the same 
English Caroline miiiiscule hand. This eighth/ninth century Gospel 
book i s an unlikely context i n which to find an Urnes s t y l e drawing. 
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However, i t seems as i f the whole of f o l i o 30v, on which the Umes 
animal occurs, was available for sketches and unassociated free 
drawings. The miniature painting of the Evangelist Mark i s an 
e a r l i e r addition, from about 1000-1050 (see chapter nine). The 
page includes other rough additions, some pre-dating the miniature, 
and d i f f i c u l t to discern beneath the painting, and some, l i k e the 
Urnes beast, post-dating the miniature, but not a l l done i n the 
same hand, or presumably, at the same time. 
Wilson, writing about comparative material to the Trewhiddle 
hoard, c i t e s M.S.Royal l.E.VI. 2"* He draws attention to the black 
and white treatment of the animals with t h e i r speckling i n the 
manuscript, and speculates that the scribe was copying a metal pro-
totype, and that h i s black and white are equivalent to the metal-
workers' n i e l l o and s i l v e r . He points to other techniques, which 
are derived from metalwork by way of other manuscripts, and con-
cludes: " i t i s an undoubted fact that there are more elements of 
metalwork i n Royal l.E.VI than i n any i n s u l a r manuscript illuminated 
since the Book of Durrow". 2 5 On the basis of the close connections 
between the Trewhiddle hoard and the ornamentation of Royal I.E.VI, 
Wilson dates the l a t t e r to 840/850. 2 6 I t i s necessary to enquire 
whether the same relationship existed between manuscript art and the 
metalwork of the period, for a l a t e r eleventh century scrib e , drawing 
i n the same manuscript. 
Since the animal ornament i s so t y p i c a l l y and d i s t i n c t i v e l y 
Scandinavian i n character, but the work of an Englishman, i t seems 
l i k e l y that i t i s copied from a prototype. I f i t i s compared to the 
Lindholm H^je openwork animal brooch (pl-47a)» the s i m i l a r i t i e s are 
s t r i k i n g . The main animal ornament i s almost i d e n t i c a l , and i n 
addition, the neck and head of the creature form an open loop, and 
meet the r a i s e d front foot of the creature. The narrow i n t e r l a c i n g 
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t e n d r i l s are missing from the manuscript sketch, and thus, so are 
the interpenetrating loop schemes. However, i t i s easy to imagine 
that the hindquarters of the creature would have evolved into Urnes 
patterns reminiscent of those on the Lindholm H^je brooch, and the 
incomplete terminal lobe below the s p i r a l hip provides further 
evidence of t h i s . Thus, i t seems probable that the manuscript 
sketch i s the work of an English scribe copying the design from a 
Scandinavian openwork animal brooch, which he may have had i n front 
of him. 
This manuscript sketch i s a valuable addition to the catalogue, 
since i t offers a new perspective on the Urnes s t y l e i n England. 
Here i s an example of the st y l e i n a r e l i g i o u s context, contained 
within a re l i g i o u s book, drawn by a scribe who was evidently a t t r a c -
ted by the art of a metalwork object, and f e l t at ease copying i t 
into an English manuscript, which had derived i n s p i r a t i o n from metal-
work patterns and techniques throughout i t s history. The manuscript 
sketch demonstrates again that the Urnes s t y l e was a common and 
acceptable s t y l e idiom i n England, and was applicable i n many d i f f e r -
ent contexts and mediums. 
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Chapter nine. 
The dating of the Urnes s t y l e i n England. 
In a recent a r t i c l e , Wilson outlined s i x bases of dating, 
which he defined i n order of r e l i a b i l i t y thus: 1 
1) Dating by i n s c r i p t i o n ; 
2) Dating by association with a known h i s t o r i c a l perso:7nage; 
3) Dating by association with a known h i s t o r i c a l event ( i . e . 
dating by p o l i t i c a l p r o b a b i l i t y ) ; 
4) Dating by inclusion i n a coin hoard; 
5) Dating by inclusion i n an archaeological s t r a t i f i c a t i o n ; 
6) S t y l i s t i c or typological dating. 
Two of the objects i n the catalogue bear i n s c r i p t i o n s , but 
i n neither case are they of much value i n dating the pieces. 
The Sutton, I s l e of E l y brooch (cat.no.13) has two i n s c r i p t i o n s , 
of which only one i s legi b l e . Written i n Roman characters, i t 
has been translated: "Aedvwen owns me, may the Lord own her. May 
the Lord curse the man who takes me from her, unless she gives 
me of her own free w i l l " . The second i n s c r i p t i o n i s a c r y p t i c 
s c r i p t , possibly used for magical purposes. 2 
Secondly, above the ribbon beast added to f o l i o 30v, as MS. 
Royal I.E.VI (cat.no.26) i s written P ego i n an English Caroline 
miniscule hand, with the P appearing as a decorated c a p i t a l . 
The animal and the i n s c r i p t i o n are done by the same hand. 3 
The i n s c r i p t i o n i t s e l f gives no information about the date of the 
drawing, but as i t i s a d i s t i n c t i v e and s k i l f u l s c r i p t , i t may 
help i n a discernment of the date of the animal ornament. The 
page on which the Urnes beast i s drawn i s i t s e l f an addition. 
I t i s a miniature painted on the reverse of one of the purple-
dyed leaves of a Gospel Book from St.Augustine's, Canterbury, 
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which probably dates from the late eighth/early ninth century. 
I t shows the Evangelist Mark, enthroned i n an arched, curtained 
tabernacle, and holding, with both hands, a s c r o l l , held by the 
hand of God above, and winding right down to the bottom of the 
picture. Temple notes that "iconographically, the picture i s 
unusual and without close p a r a l l e l among Evangelist p o r t r a i t s " . 5 
However, seated figures holding long, curling s c r o l l s are found 
in Canterbury manuscripts of the early eleventh century; and 
the "dynamic s t y l e " i s also t y p i c a l of Canterbury manuscripts 
from the late tenth to the mid-eleventh century. The date of 
the added miniature i s controversial, although i t seems l i k e l y 
to have been painted sometime between the late tenth and mid-
eleventh century. Temple speculates that i t was added about 
1000, but Homburger, with perhaps as much j u s t i f i c a t i o n , assigns 
i t to about 1050. 6 
The Urnes drawing and the in s c r i p t i o n post-date the minia-
ture because the stylus grooves that form them cut into the pig-
ment of the rectangular frame surrounding the Evangelist Mark. 
There are other additions on the same page., including a rough 
reproduction of an Evangelist's head, drawn i n a different hand 
from the ribbon beast. Some stylus grooves apparently pre-date 
the pigment too, but they are d i f f i c u l t to discern. Since the 
whole page has so many subsequent additions, i t i s possibly only 
a sketch. 
Thus, the in s c r i p t i o n and the Urnes creature were added 
sometime after 1000, and maybe a f t e r 1050. As the s c r i p t of P 
ego i s so c l e a r , i t may be possible to find p a r a l l e l s for i t i n 
other manuscripts. I t has been tentatively suggested that a 
similar hand wrote i n some charters, a l s o from St.Augustine's, 
Canterbury, dated from the mid- to late eleventh century. 7 I t 
i s f a i r l y c e r t a i n that the page i s a Canterbury work. The 
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i n s c r i p t i o n does not provide any close dating, but indicates that 
t h i s stylus addition probably dates from the mid- to second half 
of the eleventh century. 
The Durham cr o s i e r head (cat.no.16) has long been associated 
with Rannulph Flambard, Bishop of Durham from 1099 - 1128. 8 
However, recent investigations into the post-Conquest burials i n 
Durham cathedral chapter house have revealed that the grave i n 
which the c r o s i e r was found i s not l i k e l y to have been Flambard's 
(see appendix E ) . The object can thus no longer be associated 
with a known h i s t o r i c a l personage. 
I t i s cl e a r that the Norman Conquest of 1066 greatly affected 
the sculptural a r t of the period, but how far one can date the 
metalwork on the same basis remains uncertain. Wilson maintains 
that most of the Urnes material i n England has a terminus ante quern 
of 1066. 9 The basis of t h i s theory i s that the "ex-Vikings", 
that i s , the Normans of late eleventh and twelfth century England, 
rediscovered t h e i r Scandinavian heritage of up to three centuries 
e a r l i e r to produce such a fine work as the Norwich c a p i t a l (cat. 
no.21). As Green points .out, t h i s i s not a credible explanation. 1 
However, i t evidently a r i s e s as an attempt to explain the s u r p r i s -
ingly late date of the Norwich piece. 
Norwich became the head of the East Anglian see i n 1095, at 
which time i t had no suitable cathedral church. Bishop Herbert 
began the building, and the church was apparently so far advanced 
by September 1101 that i t could be. consecrated for divine service. 
However, i t was s t i l l unfinished when Herbert died i n 1119, and h i s 
successor, Everard de Montgomery, i s reported to have continued the 
building work. 1 1 The c a p i t a l i s thus presumably l a t e r than 1101, 
and probably not l a t e r than 1150 as i t was part of the o r i g i n a l 
f a b r i c of the church. Zarnecki dates the Norwich c a p i t a l to 1130-
1140 on comparative, s t y l i s t i c grounds. 1 2 He notes the s i m i l a r i -
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t i e s between the Norwich sculpture and a font i n St.James' church, 
Reading, 1 3 (which was o r i g i n a l l y the clustered c a p i t a l of a c l o i s t e r 
p i e r ) , and believes that the two objects were contemporary. 
Reading church was begun i n 1121, and the c l o i s t e r s were decorated 
between 1125 and 1140. In addition, phes-notes the influence of the 
Reading sculptures on the so-called Herefordshire school of sculp-
ture, the chief monument of which, Shobdon,11* was b u i l t before 1143 
on documentary evidence, indicating a date prior to t h i s for the 
Norwich and Reading works. The 1130 date i s reached through compa-
rison with manuscript illumination. Zarnecki maintains that the 
f l a t , l i n e a r style of some early twelfth century designs i s based on 
their derivation from manuscript ornament; and Whittingham has also 
suggested that the Norwich Urnes pattern may have been based on a 
manuscript d e s i g n . 1 5 The Reading font has a s i m i l a r design to the 
MSS. of St.Albans, which i s dated to about 1130. This dating has 
been widely accepted on s t y l i s t i c grounds, and there i s no reason to 
d i f f e r here. 
Much sculpture was being carved i n the f i r s t half of the twelfth 
century, but very l i t t l e i s recognisably Urnes s t y l e . I n East Anglia 
a c u l t u r a l l y conservative region because of i t s situation away from 
the main routes of inland communication, the s u r v i v a l of Scandinavian 
t a s t e , even as lat e as 1140, should not be unexpected. 1 6 This survi 
v a l was accompanied by the f l a t , l i n e a r s t y l e of carving of Viking 
or i g i n , but produced by native masons i n the twelfth c e n t u r y . 1 7 As 
Zarnecki shows, the Norwich c a p i t a l i s only one of a group of diverse 
designs, perhaps carved by the same man who l a t e r carved the P r i o r ' s 
door at E l y , where the f l a t s t y l e also prevailed, but which i s b a s i c -
a l l y " t y p i c a l l y E n g l i s h " . 1 8 The c l e a r Urnes pattern of the Norwich 
c a p i t a l lends to i t a si n g u l a r i t y ; but i n f a c t , the object has 
associations with much other Anglo-Norman sculpture, on s t y l i s t i c and 
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technical grounds, and possibly even i n terms of i t s carver, and 
the workshop that produced i t . I n the l i g h t of th i s evidence, 
i t seems that the Norwich c a p i t a l i s not to be associated with a 
r e v i v a l of Viking taste by the Normans i n England, but seen as the 
work of an East Anglian carver, using a Scandinavian theme i n an 
area where such tr a d i t i o n s continued. Consequently, i t i s not true 
to say on the grounds that Wilson does that the Urnes material i n 
England nece s s a r i l y post-dates the Norman Conquest, although the 
sculpture associated with Norman churches obviously post-dates that 
major h i s t o r i c a l event of 1066. 
Unfortunately, very l i t t l e evidence i s available concerning the 
dates of the other Urnes sculptures i n England. The Jevington 
carving (cat.no.20) was discovered i n a stone chest i n the church i n 
1785, when the second stage of the belfry was r e f l o o r e d . 1 9 The 
tower which i s the oldest part of the present church dates from the 
mid-tenth century, and may have served not only as a place of worship, 
but as a watchtower or a refuge against Danish invasions. I t s 
unusual width and the extreme thickness of the walls indicate t h i s 
purpose. The construction of the r e s t of the church was a gradual 
process. Thus the Urnes carving, on h i s t o r i c a l grounds, can'.,only be 
dated to l a t e r than about 950. 
Controversy surrounds the dating of the Southwell and Hovering-
ham tympana (cat.nos.24 and 23). The Southwell carving i s re-used 
as a door l i n t e l i n the present Minster, which was begun by Thomas I I 
who was Archbishop from 1108 to 1114. 2 0 The l i n t e l i s incorporated 
into an early twelfth century wall of the north transept of the 
Minster, thus providing a terminus post qvem for the piece. On t h i s 
21 
. b a s i s , Kendrick suggests that i t i s improbable that i t i s l a t e r than 
1050, for i t was prob.ck-fet.yl. transferred to i t s present position f r o m the. 
eaj-crer churcKA(^Mci/i by the early eleventh century had become a place of 
pilgrimage, owing to i t s containing the r e l i c s of St.Eadburgh. 2 2) 
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Later, Archbishop Kinsius (1050-60) 2 3 gave b e l l s to Southwell, and 
h i s successor, Ealdred, founded prebends and b u i l t the f i r s t r e f e c -
tory for the canons. Thus, by the Norman Conquest, a c o l l e g i a t e 
foundation was f u l l y established. A l l the evidence suggests that 
the ea r l y church was a building of f i n e workmanship, although 
nothing remains of i t today. 2 M 
Moe, i n p a r t i c u l a r , r e f e r s to the dating of the Southwell 
c a r v i n g . 2 5 He believes that the Hoveringham and Southwell works 
were carved before the Norman Conquest, and connects them with the 
"growth of C h r i s t i a n i t y " and the " c u l t of St.Michael" about 1000. 
He draws attention to the undoubted connections with Normandy before 
the Conquest, to show that early eleventh century Romanesque 
influences i n England are quite probable; and r e f e r s to the " d i s t i n c t l y 
Danish" character of the area at the time, curiously linking t h i s 
observation with the fac t the King Edgar gave Archbiship Askatel of 
York the manor of Southwell i n the early eleventh century, and that 
Askatel i s a Danish name.27 He concludes that, as the Southwell and 
Hoveringham carvings agree i n both s t y l e and composition, they may be 
the works of the same a r t i s t , or at l e a s t , of the same school; and 
that on the basis of the h i s t o r i c a l evidence from Southwell, they 
probably date from prior to 1020. This would make them amongst the 
" e a r l i e s t Urnes monuments known", which involves important reper-
cussions about the origins of the s t y l e . 2 8 
The evidence for t h i s early date i s most tenuous. The pieces 
are so similar that Moe i s probably correct i n asserting that they 
must be roughly contemporary. However, the association of them with 
an " i n t e l l e c t u a l invasion, a c u l t u r a l wave" i n about 1000 i s purely 
hypothetical; and the connection between the " c u l t of St.Michael" and 
the Normans and Scandinavian people cannot be substantiated. 2 9 The 
Southwell and Hoveringham sculptures are related to a group of repre-
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sentations of St.Michael and the dragon and s i m i l a r subjects. 
These are found concentrated i n Nottinghamshire, Derbyshire and 
L e i c e s t e r s h i r e and normally incorporate some Scandinavian-derived 
features. Zarnecki suggests that the tympanum from Water 
Stratford, Buckinghamshire, which i s analogous with the Southwell 
and Hoveringham works, i s an early twelfth century p i e c e . 3 0 For 
t h i s , and for other technical reasons, Zarnecki dates the two 
Nottinghamshire carvings to after the Conquest. In addition, 
Galbraith demonstrates the a f f i n i t i e s between the s t y l e of the 
Hoveringham tympanum, p a r t i c u l a r l y the flanking figures, and the 
figures on the crossing c a p i t a l s at Southwell Minster, 3 1 which are 
generally dated to 1120, and have always been regarded as post-
Conquest. 3 2 The arrangement of the flanking figures on the Hover-
ingham tympanum i s repeated on other post-Conquest tympana, such as 
those at T i s s i n g t o n 3 3 and Findern. 3 1* 
The only factual h i s t o r i c a l evidence r e l a t i n g to the Southwell 
and Hoveringham tympana i s that the Southwell work i s b u i l t into an 
e a r l y twelfth century w a l l . - Perhaps i t s prominent position i n the 
new Minster indicates that i t was a recent and fashionable piece i n 
1108, and thus, deserved preservation, when other carved stones 
were used as base material i n the r e b u i l d i n g . 3 5 However, most s i g -
n i f i c a n t l y , the Southwell and Hoveringham sculptures are not isolated 
phenomena, which they would be were they as ea r l y i n date as 1020, 
but are associated s t y l i s t i c a l l y with the Urnes material i n England, 
and with the twelfth century Romanesque representations of St.Michael 
and the dragon, and are thus, almost c e r t a i n l y , post-Conquest 
carvings. 
Two of the metalwork objects were found i n association with coin 
hoards. The Sutton, I s l e of E l y brooch (cat.no.13) was turned up by 
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the plough i n 1694 i n a lead casket with about a hundred s i l v e r 
coins of William the Conquerer, f i v e heavy gold rings, and a p l a i n 
s i l v e r dish. The deposition date of the hoard i s found to be, by 
coin association, before 1088, and thus, the brooch was produced 
before 1088. 3 6 However, i t i s not "safe to date i t to the l a t e 
tenth or early eleventh century" as Wilson s a y s ; 3 7 i t may also be 
a post-Conquest object,, on the evidence of the coin hoard alone. 
The s i l v e r fragments from London (cat.no.18) were almost c e r t a i n l y 
found with a coin hoard, which was deposited about 1066 (see appen-
dix F ) . 
Wilson's f i f t h basis of dating i s by inclusion i n an archaeo-
l o g i c a l s t r a t i f i c a t i o n . Very l i t t l e of the material i n the cata-
logue has been found i n a s t r a t i f i e d context. Of the Urnes s t y l e 
bronze mounts, only two were found i n archaeological la y e r s , but. i n 
both cases the context was of no value for dating. The Tynemouth 
mount (cat.no.6) was found i n a thirteenth-century l e v e l i n the 
s a c r i s t y of Tynemouth p r i o r y ; 3 8 and the Lincoln mount (cat.no.7) 
was a residu a l f i n d , i n a medieval rubbish p i t . 3 9 The best s t r a t i -
f i e d object i s the Northampton animal head terminal (cat.no.14), 
which was found i n a p i t with pottery of late Saxon date, and lay 
sealed beneath the rampart of.Northampton c a s t l e , probably b u i l t 
before 1100."° 
F i n a l l y , Wilson suggests that objects can be dated on s t y l i s t i c 
and typological evidence. This i s c e r t a i n l y the le a s t r e l i a b l e 
dating method, and i s p a r t i c u l a r l y d i f f i c u l t when a corpus of mater-
i a l has not one fixed dating point. In chapter f i v e , i t was found 
that the Scandinavian material of the Urnes s t y l e was being produced 
as early as 1020, notably on runestones i n Eastern Sweden. There 
i s no evidence to suggest that English Urnes material dates from the 
f i r s t half of the eleventh century. 1 , 1 The s t y l i s t i c study of 
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English metalwork i n chapter s i x revealed that the Durham cr o s i e r 
head (cat.no.16) was probably an early example, due to the sim p l i -
c i t y of the design and a minimal influence discernible from the 
Ringerike t r a d i t i o n . In addition, the study of the documentary 
evidence concerning graves i n Durham chapter house (see appendix E) 
indicates that the object i s not Bishop Flambard's, which suggests 
that i t i s pre-1099, as i t i s most unlikely to be post-1128 on the 
s t y l i s t i c evidence. I f 2 I f the crosier belonged, as i t now seems, 
to either Bishop Walcher or Bishop Carileph, then i t can be dated 
to between 1071 and 1096. 1 , 3 
The s i l v e r fragments from London (cat.no.18) cased a Scandina-
vian object and were probably found with a coin hoard deposited i n 
1066. They are f u l l y evolved examples of the Scandinavian Urnes 
s t y l e , and show that imports of the st y l e arrived i n England before 
the Conquest; and by comparison with the Durham c r o s i e r head, that 
the s t y l e was probably transmitted from Scandinavia to England. 
Objects showing Ringerike influences, those from Mildenhall (cat. 
no.10), Hammersmith (cat.no.19) and Mottisfont (cat.no.17) may also 
be e a r l i e r examples, perhaps dating from the f i r s t half of or the 
mid-eleventh century. The Mottisfont s t i r r u p i s typologically 
u n i n f o r m a t i v e . T h e Sutton, I s l e of E l y brooch (cat.no.13) also 
shows some Ringerike influences and i s c e r t a i n l y pre-1088 on coin 
evidence. 
The stylus addition to Royal I.E.VI (cat.no.26) was probably 
copied from a Scandinavian object. I t may be an e a r l i e r example 
of the s t y l e , and was probably drawn when Scandinavian Urnes objects 
were most seen i n England, sometime aft e r 1050. I t i s possible 
that the Colchester mount (cat.no.8), which i s clo s e s t to the Scan-
dinavian s t y l e among .'the English metalwork except for the Pitney 
brooch, was also manufactured i n t h i s period. 
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The Wisbech mount (cat.no.9) i s based on the s t y l e of the 
Colchester mount, but the irregular loop schemes indicate l e s s 
dependence on the Scandinavian versions. I t i s s i m i l a r i n s t y l e 
to the Jevington carving (cat.no.20); and the meandering tracery 
on the Kirkburn c a p i t a l s (cat.no.22), b u i l t , as Kendrick says, 
into the " f a b r i c of an eleventh century Northumbrian church", 1* 5 
may also be s t y l i s t i c a l l y associated with these objects. A date 
somewhere i n the l a s t quarter of the eleventh century i s suggested^ 
i n the absence of other evidence. 
The English Urnes s t y l e bronze mounts (cat.nos.1-7) and the 
Ixworth mount (cat.no.11) are probably roughly contemporary, on 
s t y l i s t i c grounds alone. These objects are envisaged as revealing 
a p a r a l l e l development i n the s t y l e to the Urnes objects of English 
manufacture. They too may be seen as products of the l a t t e r part 
of the eleventh century. 
The Northampton animal head terminal (cat.no.14) i s dated by 
archaeological s t r a t i f i c a t i o n to pre-1100. On s t y l i s t i c evidence, 
the Sussex terminal (cat.no.15) may be as l a t e as the twelfth 
century. The Hoveringham and Southwell tympana (cat.nos.23 and 24), 
as has been shown, probably date from the early twelfth century. 
F i n a l l y , the s i m i l a r i t i e s between the Pitney brooch (cat.no.12) and 
the Norwich c a p i t a l (cat.no.21) suggest that they , too, are roughly 
contemporary, dating to the second quarter of the twelfth century. 
Actual dating evidence of the Urnes material i n England i s 
negligible, and s t y l i s t i c dating alone i s always f a l l i b l e . None-
theless , taking a l l the evidence together, i t seems that the Urnes 
period i n England can be dated very generally to between the mid-
eleventh century and the second quarter of the twelfth century. 
However, as the t r a n s i t i o n a l Ringerike/Urnes pieces show, and the 
Anglo-Norman sculptures with Urnes influences indicate, these are, 
at best, only basic dating brackets. The Urnes phase i n England 
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d i f f e r s substantially from that i n Scandinavia, not l e a s t 
because whereas i n Scandinavia, the st y l e was widely embraced 
and the most popular a r t i s t i c fashion of the period, i n England, 
although the styl e was more popular than has been hitherto 
recognised, i t was always only o n e possible a r t i s t i c expression 
i n current use, out of several. The l a t e date of the Norwich 
c a p i t a l , and i t s s i n g u l a r i t y amongst twelfth-century Anglo-
Norman sculpture, some of which may have been carved by the same 
man who produced the Norwich work,1*6 indicate that the s t y l e may 
not have been in continual use, as i t c e r t a i n l y was for a period 
i n Scandinavia.** 7 The dating brackets of the English Urnes 
period are, thus, necessarily vague, and even more conclusive 
dating evidence may not overcome, t h i s problem. S t y l i s t i c dating 
of the English Urnes material i s perhaps even l e s s r e l i a b l e than 
usual, and i t s limitations must be emphasised. 
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Chapter ten. 
The s t y l i s t i c and chronological relationship of the 
I r i s h Urnes material to the English. 
There i s considerably more material i n Ireland that can be 
considered i n terms of the Urnes s t y l e than there i s i n England. 
In addition, i n contrast to the English material, which i s both 
secular and e c c l e s i a s t i c a l , the I r i s h material, with the excep-
tion of the t r i a l pieces i s a l l unequivocally e c c l e s i a s t i c a l . 
I t occurs i n a l l media, on borie and s l a t e t r i a l pieces, on metal-
work, in manuscripts, on high crosses and other stone carving, 
and i n twelfth century Romanesque decoration. The f i n e s t expres-
sion of the I r i s h Urnes s t y l e i s undoubtedly to be found on metal-
work, on such pieces as the cross of Cong (pis.75-77). 
Henry has suggested that the Urnes s t y l e i n Ireland represents 
the reintroduction of a t r a d i t i o n a l form of I r i s h animal ornament.1 
I t i s notable that, u n t i l t h i s l a t e period, Scandinavian influences 
made l i t t l e impact on I r i s h a r t , far l e s s so than they did i n 
England. This may be partly explained by a lack of integration 
between the Scandinavian s e t t l e r s and the l o c a l population, since 
s e t t l e r s i n the Norse towns did not disperse through the country i n 
the same way as they seem to have done i n England. I t may also be 
partly explained by the lack, as yet, of many finds of tenth century 
material. However, the independent form of e a r l i e r I r i s h ornament 
indicates that, i n the e a r l i e r period, I r i s h a r t was i n no way sub-
jugated to Scandinavian taste, and th i s tendency seems to have con-
tinued. 
For example, although there i s a recognisable Ringerike s t y l e 
phase i n Ireland, i t i s d i f f e r e n t from i t s counterparts i n Scandinavia 
and England. The Ringerike s t y l e standing quadrupeds of the Vang 
stone and the St.Paul's stone are e n t i r e l y absent i n Ireland. Instead, 
ribbon beasts predominate, and are usually arranged i n open loop com-
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positions. I n t h i s , the I r i s h Ringerike s t y l e approaches .the 
Urnes s t y l e ornament. Farhes maintains that i n Ireland, the 
Ringerike s t y l e did not penetrate into the workshops much before 
Urnes s t y l e influences became f e l t , and that the two s t y l e s l i v e d 
side by side for a considerable period. 2 Thus, mature Ringerike 
foliage i s to be found occasionally i n twelfth century ornament 
of the Urnes s t y l e , as oh the Doorty cross, Kilfenora, Co.Clare. 3 
The t r i a l pieces from Dublin, which are connected with Norse work-
shops , are closest i n s t y l e to the Scandinavian Ringerike type, 
but even i n th i s case, t r a d i t i o n a l I r i s h motifs, such as the double 
contouring of the animal bodies, are retained. The Ringerike 
s t y l e design of the Dublin bone t r i a l piece E71:708 (pi.78 ) i s 
found i n metalwork on the book shrine for the Cathach,1* which suggests 
that t r i a l piece designs were transferred to other media which was 
made i n monastic workshops. 5 The I r i s h elements i n the t r i a l piece 
designs secured the i r appeal to craftsmen outside the Norse towns. 
Thus, the I r i s h Ringerike s t y l e i s c l e a r l y distinguishable from the 
Scandinavian s t y l e , while the English material bears a much closer 
s i m i l a r i t y with Scandinavian ornament. 
This independence of s t y l e i s also manifested i n the Urnes 
phase i n Ireland. At times, the I r i s h s t y l e becomes so f a r removed 
from the Scandinavian that, unlike in England, the term "Urnes s t y l e " 
hardly seems appropriate. Fames has recently completed a the s i s 
on the Urnes material i n Ireland, and thus, a lengthy discussion i s 
not intended here. 6 However, an analysis of the ornament on some 
of the major I r i s h works should reveal to what extent the concept of 
the Urnes s t y l i s t i c phase i s applicable i n Ireland, and provide a 
basis for a comparison with the English s t y l e . 
. Fames d i f f e r e n t i a t e s between the ear l y , mature and la t e s t y l i -
s t i c phases, of the s t y l e i n Ireland, which three groups, she main-
t a i n s , correspond also to a chronological development of the s t y l e . 7 
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I n the early phase, the style occurs mostly on t r i a l pieces and 
some metalwork. I n the mature phase, the style i s found on the 
majority of the metalwork, i n manuscripts, and on some high crosses; 
and i n the late or degenerate phase, the style occurs on some high 
crosses and i n t w e l f t h century Romanesque church decoration. 
Thus, the leading medium of the metalwork f a l l s into Fames' 
early and mature phases. The crosiers constitute the largest 
group amongst the I r i s h metalwork, although t h e i r form d i f f e r s from 
that of the Durham crosier head. The I r i s h crosiers were o r i g i -
n a l l y the shrine for a r e l i c , and became an important piece of i n -
signia for ecclesiastics i n the eleventh century. On the Lismore 
crosier,(pis.79-8Q)dated from 1090-1113,8 the ornament i s found on 
a series of panels. The animals, as on the central knop, are 
either arranged i n symmetrical pairs or appear as single animals, 
and they are intertwined with a f i n e r interlace formed of t h e i r 
body extensions. Thus, there i s a contrast between the broader 
and thinner l i n e widths, i n which the thinner ribbons form a back-
ground to the broader, ribbon shaped animal bodies. However, t h i s 
motif can be noted i n I r i s h manuscripts, and on I r i s h metalwork and 
stone-carving, from the eighth century through to the t w e l f t h . 9 In 
addition, the animals are not of a recognisable Scandinavian Urnes 
type. They are very s t y l i s e d , but although they have no double 
contours or n a t u r a l i s t i c limbs with long claws, as i s normal for 
the t r a d i t i o n a l I r i s h animal motif, they do resemble the t r a d i t i o n a l 
type of I r i s h beast. Nevertheless, the composition of the loop 
patterns formed by the f i n e r ribbons i s reminiscent of the Scandi-
navian Urnes s t y l e , rather than of e a r l i e r I r i s h i n t e r l a c e . On the 
b e l l of St.Patrick's W i l l , ( p i . 81 ) which may be the product of the 
same school or workshop as the Lismore c r o s i e r , 1 0 the Lismore type 
of animal appears on two sides, but elsewhere, the animal bodies 
form a symmetrical network of t h i n ribbons. Although t h i s network 
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i s based on a figure-of-eight loop pattern, the r e g u l a r i t y of the 
design shows an I r i s h influence. The constant r e p e t i t i o n of the 
figure-of-eight results i n a loss of v i t a l i t y , and the zoomorphic 
character of the ribbons i s of secondary importance to the deco-
ra t i v e impact of the design. Two of the animals' hindquarters 
form s c r o l l shapes, a design which has a long t r a d i t i o n i n Ireland, 
but they terminate i n subtriangular hip j o i n t s , common on Scandi-
navian Urnes animals. Thus, the combination of I r i s h and Scandi-
navian elements produces a d i s t i n c t l y I r i s h version of the st y l e . 
The Shrine of St.Lachtin's arm, ( p i . 82 ) which i s dated to 
1118-1121, 1 1 has eight,, long, ornamented plaques on i t , each decora-
ted w ith a d i f f e r e n t composition. The heads of the creatures 
display both Scandinavian and t r a d i t i o n a l I r i s h elements. Some of 
the animals are quadrupeds, while others terminate i n s c r o l l s . 
The combat motif i s depicted, and some creatures are involved i n 
the b i t i n g act, although t h i s , too, i s a t r a d i t i o n a l I r i s h m o t i f . 1 2 
On some panels, the zoomorphic character i s only suggested by the 
animal heads, and the impression, then, i s one almost of "regular 
knotwork". 1 3 On the centre of the arm shrine i s a broad panel 
decorated with an openwork, zoomorphic f r i e z e , i n which the broader 
animal bodies are intertwined with thinner creatures arranged in t o 
large, c i r c u l a r loops. However, the loops are connected by long, 
straight passages, so that the animal bodies, as Fames maintains, 
form approximate N-shapes.1* This loop scheme becomes a character-
i s t i c of the mature Urnes phase, and i s especially prevalent on 
stonework. 
The tendency on these pieces then i s towards a gradual s t y l i -
sation of the animal forms, so that i n some cases, the zoomorphic 
character i s confined to the animal head and the body termination, 
and the regular interlace pattern i s predominant. However, the 
formal composition i s usually based on the figure-of-eight design, 
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although the contrast detween broad and t h i n l i n e widths i s 
diminished. 
On the cross of Cong, (pis.75-77 ) which i s both a proces-
sional cross and a relic^o-r^.fhecontrast between broad and t h i n 
l i n e widths becomes a contrast between a limbed animal and a ser-
pent. As i n Scandinavia, the thinner serpents form independent 
loop patterns. This phase corresponds to Fames' mature I r i s h 
Urnes period, and i s found i n manuscript decoration, on high crosses, 
and on metalwork. 
The fr o n t of the cross i s divided up i n t o separate panels, each 
of which i s decorated either with two animals arranged as a symme-
t r i c a l p a i r , or with a single animal. On the reverse of the cross, 
similar animals are depicted, but they form a continuous f r i e z e , and 
are not contained w i t h i n panels. These creatures are intertwined 
with thinner elements, which are either ribbon extensions emerging 
from t h e i r own t a i l s , or are independent, serpentine creatures. The 
Scandinavian origins of the ornament are to be traced i n the composi-
t i o n of the thinner l i n e widths of the serpents' bodies, which are 
arranged i n t o figure-of-eight or multiloop schemes, and which form a 
contrast with the broader l i n e widths. Some of the animal heads 
betray an Urnes influence, as do the subtriangular hip j o i n t s which 
terminate most of the serpentine bodies. I n addition, the depth of 
the r e l i e f , especially on the reverse side, suggests an influence 
from the Scandinavian s t y l e . 
The act of b i t i n g i s occasionally represented, but t h i s i s 
common to both the Scandinavian Urnes style and to e a r l i e r I r i s h a r t . 
The loop schemes form a regular and disc i p l i n e d background to the 
major animal ornament, and r e f l e c t the I r i s h taste for symmetry, so 
that the emphasis i s on the decorative aspect of the design, rather 
than on the organic q u a l i t y of the animal ornament. The limbed 
animals constantly vary i n presentation, although they are a l l of 
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the same type (see pi.77b ) . As Henry asserts, they are "remini-
scent of eighth century animal-decoration" i n I r e l a n d . 1 5 Thus, on 
the cross of Cong, the d i s t i n c t i v e l y I r i s h version of the Urnes 
style finds a clear expression on one of the f i n e s t objects of the 
period. Henry suggests that the view that the cross i s the product 
of a very t r a d i t i o n a l m i l i eu i s reinforced by the use of discs of 
yellow and red chamleve enamel on the reverse of the cross. 1 6 How-
ever, the Scandinavian influence on the ornament should not be under-
estimated. The loop schemes, i n p a r t i c u l a r , manifest t h i s influence, 
despite the dictates of the I r i s h insular t r a d i t i o n , which would corn-
compose a l l ribbons i n t o regular interlace patterns. 
The cross of Cong i s dated by i t s i n s c r i p t i o n to between 1127 
and 1136, 1 7 and Fames associates i t s t y l i s t i c a l l y w ith a group of 
metalwork which includes St.Manchan's s h r i n e , 1 8 the mount from Holy-
cross abbey, (pi.83 ) , the shrine f o r the Book of Dimma,19 and an 
unprovenanced, openwork f f n i a l , 2 0 a l l of which, she suggests, may 
also date from the second quarter of the t w e l f t h century. 2 1 Moe 
suggested that the loop schemes on the cross of Cong may have i n f l u -
enced the l a t e r works of the rune-master, O p i r . 2 2 On hypothetical 
and s t y l i s t i c grounds alone, Moe dates Opir's working l i f e t i m e to 
between 1070 and 1100. 2 3 However, the i n s c r i p t i o n of the cross of 
Cong deems Moe's thesis untenable, unless the l a t e r phase of the 
Scandinavian Urnes style occurred well i n t o the t w e l f t h century. 
Fames maintains that t h i s i s the case, and t h a t , therefore, mature 
I r i s h Urnes style works may have.influenced the l a t e r style i n Scan-
dinavia. 2 1* On reviewing the evidence f o r dating the Scandinavian 
Urnes style (see chapter f i v e ) , i t seems un l i k e l y that I r i s h a r t 
would have influenced Scandinavian a r t i n any major way at such a 
la t e stage i n the l i f e of the s t y l e . 
Thus, Far-nes d i f f e r e n t i a t e s between the early and mature phases 
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of the I r i s h Urnes s t y l e , which are manifested p a r t i c u l a r l y c l e a r l y 
on the metalwork material. I n the early phase, the animals are 
entwined with thinner ribbons, which are formed of the extensions 
of t h e i r own limbs and t a i l s . The English Urnes style bronze 
mounts also follow t h i s pattern. I n the mature phase, the animals 
are entwined with separate, independent serpentine creatures, so 
that the contrast of broader and thinner l i n e widths i s also a con-
t r a s t between broader and thinner animal forms. This adheres to 
the pattern of the classic Scandinavian Urnes s t y l e . Amongst the 
material discussed above, the Lismore crosier best represents the 
early phase, and the cross of Cong, the mature phase. With the 
shrine f o r the Book of Dimma,25 which probably dates to about the 
middle of the t w e l f t h century, 2 6 the: use of Urnes style decoration 
on I r i s h metalwork seems to come to an abrupt end, although the 
style continues to be found i n manuscripts, on high crosses, and i n 
Romanesque church decoration. 
Largely speaking, manuscript i l l u m i n a t i o n of the t w e l f t h century 
shows the same tendencies as the metalwork, but belongs, almost 
exclusively, to the mature I r i s h Urhes phase. However, the manu-
script s of t h i s period are very conservative, i n that they closely 
follow I r i s h t r a d i t i o n s , established from the eighth century onwards, 
i n both the layout of the works, and the types of i n i t i a l s used; and 
decoratively, t h i s conservatism i s expressed i n the further adapta-
t i o n of the Urnes style elements to an I r i s h ornamental idiom. 
In the manuscript Rawlinson MS.B502 f o l i o 80 (pi.84a ) .there i s 
a large i n i t i a l composed of &• three-legged creature of t y p i c a l I r i s h 
type, with a double contoured body and clawed fe e t . I t i s entwined 
wi t h thinner serpents, which form very i r r e g u l a r , figure-bf-eight 
loop patterns. However, the loops tend to be open, c i r c u l a r and 
f l u e n t , and there i s a contrast between the broader ribbon beast, and 
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the thinner, serpentine forms. On the whole, the page i s closer 
to I r i s h than Scandinavian ornament, with the Urties influences 
minimised. This move away from Scandinavian influences i s also 
to be seen i n the manuscripts Liber Hymnorum (2nd part) MS.A.2 
( p i . 84b ) ; Harley MS.1802;27 and the gospel book MS.122.28 
The undated "Corpus Missal" (MS.282) (pi.86a) contains a l l 
the major elements of the I r i s h Urnes style i n i t s ornamentation, 
as they appear on the cross of Cong. Again, the animals are of a 
t r a d i t i o n a l I r i s h type, although they are s l i g h t l y more n a t u r a l i s t i c 
than the distorted creatures i n Rawlinson MS.B502, and i t s associa-
ted group. Some of the animal bodies are arranged i n t o N-shapes 
( p i . 86a). This arrangement has a long t r a d i t i o n i n I r i s h a r t , 
although i t should be noted that i t also appears on the Bj^lstad 
door i n Norway ( p i . 61 ). Round the "Corpus Missal" animals are 
f i l i f o r m serpents, which form regular and symmetrical patterns of 
figures-of-eight. The heads of the serpents are viewed from above 
and have large bulbous eyes, although they are not reminiscent of 
the English Urnes type of head. The long, straight passages i n the 
N-shaped animal bodies are repeated i n the loop schemes formed of 
the serpent bodies, and r e s u l t i n a loss of v i t a l i t y i n the animal 
ornament. Thus, although the designs display Urnes tendencies, 
p a r t i c u l a r l y i n the figure-of-eight loop schemes, the overall pattern 
with i t s extreme s t y l i s a t i o n of the animal forms, draws mainly on 
insular manuscript t r a d i t i o n s . This s t y l i s a t i o n i s carried one 
stage further than i t was on the metalwork of the mature I r i s h Urnes 
phase, represented by the cross of Cong. There are several other 
manuscripts which can be associated with the "Corpus Missal" i n c l u -
ding the Psalter, Cotton MS. Galba AV;29 the Consolatione of Boethius 
MS.LXXVIII, 19; 3 0 the "Roslyn Missal" MS.18.5.19 (ex A.6.12); 3 1 the 
"Coupar Angus" psalter, MS.Pal.Lat.65 ( p i . 85 ) , and the Book of 
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Leinster MS.H.2.18.(pi.86b ) . 
Fames maintains that the manuscripts can be divided i n t o 
two phases, the f i r s t of which dates from approximately the f i r s t 
half of the t w e l f t h century, and the second group dates from the 
second and t h i r d quarters of the t w e l f t h century. 3 2 The f i r s t 
phase includes Ringerike foliage amongst mature I r i s h Urnes style 
elements, and i s represented by the Rawlinson MS.B502. The 
second phase, which corresponds to the mature I r i s h Urnes phase 
found on the cross of Cong and i n the "Corpus Missal", d i f f e r s 
from the f i r s t phase, as far as the animal ornament i s concerned, 
i n that the creatures are less d i s t o r t e d , a new type of serpent 
head with large, bulbous eyes i s introduced, and the loop pattern, 
formed of serpent bodies, i s more regular and more s t y l i s e d , and 
always expresses a clear figure-of-eight design, although the loops 
are connected by long, st r a i g h t passages, which contribute towards 
the almost knotwork effe c t of inte r l a c e . 
The I r i s h high crosses of t h i s period, with Urnes decoration, 
also belong to the mature I r i s h Urnes phase, (with the one exception 
of the Doorty cross at Kilfenora,) and Fames maintains that they 
were a l l carved w i t h i n the second quarter of the t w e l f t h century, 3 3 x 
although only the market cross at Tuam, Co.Galway (pi.87 ) can be 
f a i r l y r e l i a b l y dated, to between 1126 and 1152. 3 < t S t y l i s t i c a l l y 
and chronologically, the group of high crosses i s associated with 
the mature I r i s h Urnes metalwork, but, as on the Tuam cross ( p i . 87 ) 
the animal ornament shows a tendency towards degeneration. The loop 
patterns formed by the thinner, serpentine bodies are more r e p e t i -
tious and symmetrical on the high crosses than on the metalwork. The 
market cross at Glendalough, Co.Wicklow,35 for instance, displays 
t h i s repetitiousness. The N-shaped bodies of the animals have been 
extended, so that the length of the straight passages i s increased, 
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and consequently, the distance between the loops i s also increased,' 
producing a further s t y l i s a t i o n of the animal forms, and heighten-
ing the effect of interlace. I n spite of the frequent fi g u r e - o f -
eight basis f o r the loop patterns, the connections with the Scan-
dinavian Urnes style seem remote indeed. 
The badly eroded St.Patrick's cross from Cashel, Tipperary 3 6 
does, however, display elements which are closer to the Scandinavian 
s t y l e , and i n t h i s , i t cannot be related to the other crosses. The 
broader l i n e widths forming the bodies of at least three animals are 
entwined with thinner ribbons,, arranged i n open, figure-of-eight 
loop schemes, as opposed to the "regular knotwork" e f f e c t on most of 
the other crosses. I n addition, the design i s asymmetrical, and 
thus, not r e p e t i t i o u s . I t i s reminiscent of the design on Urnes 
stave church i t s e l f , which the other crosses c e r t a i n l y are not. How-
ever, the long, straight passages incorporated i n t o the ornament 
betray the I r i s h influences on the monument. The Cashel stone 
sarcophagus ( p i . 88a) expresses a similar relationship to the Scandi-
navian s t y l e , as the St.Patrick's cross. The.thinner ribbons form 
ir r e g u l a r patterns, based on the figure-of-eight loop scheme, and 
are reminiscent of some of Opir's l a t e r carvings. Nonetheless, 
the major animals are of a t r a d i t i o n a l I r i s h type, and are again 
arranged i n t o N-shapes. The high r e l i e f of the Cashel sarcophagus 
should also be noted as indicative of the Scandinavian t r a d i t i o n . 
The degeneration of the I r i s h Urnes style noted on the Tuam 
and Glendalough crosses continues when the style i s used i n Roman-
esque church decoration, probably from about the middle of the 
t w e l f t h century onwards. 3 8 Indeed, often the term "Urnes s t y l e " 
hardly seems appropriate for the assemblage of influences manifested 
on most Romanesque church sculpture. For example, the window at 
Annaghdown abbey, Co.Galway (pi.88b ) displays degenerate I r i s h 
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Urnes style influences i n the large serpent, with the type of 
head that emerged p a r t i c u l a r l y during the mature I r i s h Urnes phase 
i n manuscripts; mature I r i s h Urnes influences i n the patterns 
formed by the thinner ribbons, which are also separate, serpentine 
creatures; and d i s t i n c t l y Romanesque influences, based on English 
and Continental models, i n the f o l i a g e , and the geometric and 
chevron ornament. This assemblage of influences, which becomes 
common i n Romanesque church decoration, makes s t y l i s t i c c l a s s i f i -
cation, and dating on typological grounds, a d i f f i c u l t , i f not 
impossible, exercise. I n t e r e s t i n g l y , Urnes style influences do 
not appear on some of the e a r l i e s t I r i s h Romanesque churches, such 
as Cormac's chapel, Cashel, dated to between 1127 and 1134. 3 8 
There are several s t r i k i n g contrasts between the I r i s h and the 
English Urnes style material. There i s considerably more I r i s h 
material than English, and although i t i s true that i n recent years 
several English Urnes style objects have been discovered, and that 
there i s undoubtedly a corpus of English material which should not 
be dismissed as isolated examples of the style i n England, i t i s 
completely outnumbered by the objects i n Ireland, where the Urnes 
style was evidently a major, a r t i s t i c movement on a large, national 
scale. I n Ireland, the style i s amply represented i n a l l media. 
In England, although the picture i s constantly changing with new 
discoveries, the true English Urnes style i s only found on metalwork, 
and Urnes style influences are most prevalently found on metalwork 
too. The style i s poorly represented i n sculpture, and there i s 
only one example of i t i n ivory, and only one i n manuscript i l l u m i n a -
t i o n . I n Ireland, the style i s unequivocally the province of the 
ecc l e s i a s t i c a l world. I n England, the ecc l e s i a s t i c a l connections 
are less evident, and several of the pieces probably served secular 
functions. Perhaps because of i t s connections w i t h the Church, 
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generally speaking, the I r i s h style occurs on more sumptuous 
objects, and displays more i n t r i c a t e technical achievements i n the 
use of precious stones, metals, n i e l l o and enamel. 
The I r i s h material can be considerably more closely dated than 
the English, or indeed, the Scandinavian. I n addition, early, 
mature and degenerate phases of the style can be defined s t y l i s t i -
c a l l y , and seem to correspond to a chronological progression; and 
the s t y l i s t i c d i s t i n c t i o n i s also a d i s t i n c t i o n between the media, 
so t h a t , for instance, t r i a l pieces belong to the early phase, and 
metalwork never belongs to the l a t e , degenerate phase. Although 
i t i s possible to define s t y l i s t i c phases i n England, i . e . English 
Urnes s t y l e , and Urnes style of English manufacture, the absence of 
dating evidence makes the establishment of a chronology f o r the 
material a hazardous task. Faced with the lack of dated objects, 
i t i s necessary to be most cautious about typological deductions, 
p a r t i c u l a r l y with regard to the issue of whether degenerate examples 
of the style are necessarily l a t e . 
S t y l i s t i c a l l y , the I r i s h version of the style i s further 
removed from i t s Scandinavian origins than the English. I t draws 
more extensively from t r a d i t i o n a l I r i s h ornament, p a r t i c u l a r l y i n 
the forms of the animal motifs themselves, which have few, i f any, 
s i m i l a r i t i e s with Scandinavian Urnes animals. Nonetheless, the loop 
schemes, p a r t i c u l a r l y of the mature phase, cannot have resulted solely 
from the I r i s h indigenous t r a d i t i o n , f o r they have no predecessors i n 
I r i s h interlace patterns, although, even here, Scandinavian influences 
are modified to s u i t I r i s h taste. However, to have broader and 
thinner l i n e widths represented by separate, broader and thinner 
animal forms, i s an innovation i n t w e l f t h century I r i s h ornament. I t 
may be that the closer relationship of the English style to the Scan-
dinavian results from the l i k e l y e a r l i e r appearance of the style i n 
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England, while the style was s t i l l popular i n Scandinavia. Some 
s t y l i s t i c evidence to support t h i s may be drawn from the fact that 
i n the early phase of the I r i s h s t y l e , dated by the Lismore crosier, 
animals tend to be entwined with thinner ribbon extensions, which 
emerge from t h e i r own limbs and t a i l s , as i s the manner of the 
English Urnes style animals. This s t y l i s t i c evidence may also 
support the theory that the Urnes style reached Ireland by way of 
England. The late appearance of the style i n Ireland i s rather 
confounding, p a r t i c u l a r l y since Norse colonies i n Ireland i n the 
eleventh century are well known. However, as Fuglesang suggests, 3 9 
the Norman Conquest may have resulted i n the emigration of many 
Scandinavian s e t t l e r s from southern England, where the Normans were 
strongest, to Ireland. The comparative lack of Urnes style objects 
from the south of England would seem to support t h i s . I f t h i s was 
the case, then the version of the Urnes style which they would have 
taken, with them would have been the English version, i n which ani-
mals are entwined w i t h t h e i r own t a i l and limb extensions, and that 
precisely corresponds with Fames' major d i s t i n c t i o n of the early 
I r i s h Urnes phase. The absence of a classic Ringerike phase i n 
Ireland may also r e s u l t from the fact that during the I r i s h Ringer-
ike period at the end of the eleventh century, the Urnes st y l e was 
already f u l l y developed i n England. Thus, the I r i s h Ringerike mate-
r i a l corresponds s t y l i s t i c a l l y with the t r a n s i t i o n a l Ringerike/Urnes 
phases i n England and Scandinavia, as on the book shrines f o r the 
Cathach and of the Misach. In th i s period, there i s some evidence 
of reciprocal influences between England and Ireland. For instance, 
the bronze buckle loop from the Thames at Barnes1*0 shows s t y l i s t i c 
s i m i l a r i t i e s with the Dublin t r i a l piece E71:708 ( p i . 78 ) and with 
the two book shrines, mentioned above; and the crosier head from 
Durham shows some c l o s e . s t y l i s t i c s i m i l a r i t i e s with the ornament on 
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the crosier of the abbots of Clonmacnoise ( p i . 89 ) . 
Thus, on the evidence discussed above, i t seems that the 
English material furnished the immediate prototype f o r the I r i s h 
Urnes s t y l e , but that the Scandinavian style provided the ultimate 
prototype. Removed chronologically from i t s Scandinavian origins 
by sometimes as much as a century, and removed s t y l i s t i c a l l y from 
the same origins by an intermediate, English version of the s t y l e , 
i t i s not surprising that the I r i s h Urnes material should have 
developed away from the Scandinavian prototype so completely, to 
produce a d i s t i n c t l y I r i s h version, based, i n the main, on indige-
nous principles of ornamentation. 
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PART THREE. The catalogue. 
The catalogue comprises a l l the Urnes style material 
from England known at the present time. I t includes metal-
work, ivory, sculpture, and a stylus addition to a manuscript. 
Most of the pieces described show undoubted Urnes style charac-
t e r i s t i c s . Some of them display influences from the Ringerike 
or the Romanesque styles, and one or two display Urnes i n f l u e n -
ces amongst a varied ornamental repertoire. Accordingly, 
certain categories of c l a s s i f i c a t i o n are c i t e d , depending on 
the evidence discussed i n the t e x t . These are as follows: 
i . English Urnes s t y l e ; 
i i . Urnes style of English manufacture; 
i i i . Debased Urnes s t y l e ; 
i v . Ringerike/Urnes s t y l e ; 
v. Urnes style influences; 
v i . Scandinavian Urnes s t y l e ; 
v i i . Urne s/Romane sque. 
The f i r s t group consists prim a r i l y of the bronze mounts, 
which display a v a r i a t i o n on the Scandinavian Urnes s t y l e . 
The second group consists of pieces which are s t y l i s t i c a l l y 
closer to the Scandinavian examples, but which are thought to be 
English objects, on both s t y l i s t i c grounds, and because the type 
of object i s usually without p a r a l l e l i n Scandinavia. 
The t h i r d group consists of pieces whose ornamentation 
suggests a debasement of the English Urnes sty l e . 
The fourth group displays both Ringerike and Urnes style 
influences. Some pieces with very s l i g h t Urnes influences, but 
which are prima r i l y Ringerike style objects, have been omitted 
from the catalogue. 
The f i f t h group consists of pieces which display several 
d i f f e r e n t s t y l i s t i c influences i n t h e i r ornament, amongst which 
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certain Urnes style characteristics occur. 
The si x t h group comprises only the s i l v e r fragments (cat. 
no.18) which were found on English s o i l and have been considered 
to be English objects, but which must be Scandinavian. Many 
Urnes style pieces have been found here, or purchased from Scan-
dinavia and are now i n B r i t i s h museums, but these are not 
included i n the catalogue. 
The seventh group consists of pieces displaying both Urnes 
and Romanesque style influences. Again, many Romanesque sculp-
tures displaying s l i g h t Urnes style influences have been omitted 
from the catalogue. A selection of these i s presented i n 
appendix D. 
The objects and monuments are catalogued according, f i r s t l y , 
to the type of material i n which they are executed; secondly, to 
the type of object; and t h i r d l y , as f a r as possible, according 
to the order i n which they are discussed i n the t e x t . 
The information provided i n the catalogue includes the pre-
sent location of the pieces; and t h e i r r e g i s t r a t i o n or accession 
numbers where applicable; the date, circumstances and place of 
th e i r discovery or purchase, when known; and where possible, t h e i r 
maximum measurements. I have seen and measured a l l the metal-
work and small ar t e f a c t s , (except, unfortunately, the Ixworth 
mount, and of course, the Mottisfont s t i r r u p ) , and have also 
v i s i t e d a l l the sculptures, so the descriptions i n the catalogue 
are my own observations on the pieces. The photographs of the 
English material are my own, unless stated otherwise. 
A bibliography has been appended to each catalogue entry. 
No claim i s made to completeness, but i t i s hoped that i t com-
prises the main works. 
I have t r i e d t o be consistent i n my use of terminology, and 
to keep the entries as short as possible, for easy reference, and 
because they are described comparatively at length elsewhere i n 
the t e x t . 
1. BRONZE MOUNT PETERBOROUGH 
Present location : B r i t i s h Museum 
Registration number : 62,3-21,6. 
Size: 5.2- cms. long, 2.85 cms. wide. 
Description: This bronze mount depicts an animal with a serpentine 
body, viewed from above, on a p l a i n background and contained w i t h i n 
a subtriangular frame, the base l i n e being s t r a i g h t , and the two 
long sides convex. The ornament i s cast i n low r e l i e f . The basi-
c a l l y s p i r a l loop of the body occupies the wider base of the frame, 
while the protruding animal's head coincides with the apex of the 
t r i a n g l e . The head has a short, square-ended snout with two nos-
t r i l s , above which are two bulbous eyes; and two ears, which are 
canine i n appearance, emanate from the sides of the head. A s p i r a l 
hip occurs i n the widening of the body immediately behind the head, 
and a t h i n , t e n d r i l - l i k e leg emerges from i t . I t bends back on 
i t s e l f sharply at the knee j o i n t , and terminates i n a round lobe. 
The other f r o n t leg extends straight across the mount, and termina-
tes i n the corner of the frame. The creatures' hind parts are 
encompassed w i t h i n the s p i r a l loop of the body. At i t s termination 
the body divides i n t o a back leg and a t a i l , which then interlace 
with the body as ribbon-like t e n d r i l s . The back leg culminates i n 
a round lobe, balancing the lobe which terminates the. f i r s t f r o n t 
leg, on the opposite side of the head. The round lobes take the 
place of feet. 
At the apex of the mount i s a c i r c u l a r projection with a cen-
t r a l r i v e t hole. At a la t e r date than the ornamentation, two more 
r i v e t holes have been d r i l l e d through the mount, j u s t above the base 
l i n e . There are traces of i r o n beside one of the secondary r i v e t 
holes. A pl a i n plate projects at r i g h t angles to the base. The 
reverse side i s concave and p l a i n , although i t has a rough f i n i s h 
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to i t . The mount shows signs of wear. 
Class i f i c a t i o n : English Urnes style.. 
Find context and history : single f i n d from the s i t e of the 
"singing schools" i n Peterborough. Presented to the museum 
1862 by Sir A.W. Franks K.C.B. 
Bibliography : Kendrick 1949, 16 
Moe 1955, 17 and fig.15b. 
Wilson 1961, and p l . x x x v i i i a. 
Wilson 1964, 48,51,58, cat.no.58, p l . x x v i i . 
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2. BRONZE MOUNT KRfflffffl POMS 
Present location : B r i t i s h Museum 
Registration number : 83,12-13,579 
Size : 5.2 cms. long. 3.1 cms. wide. 
Description : This bronze mount depicts an animal with a serpentine 
body, viewed from above, on a p l a i n background, and contained w i t h -
i n a subtriangular frame, the base l i n e being s t r a i g h t , and the two 
long sides convex. The ornament i s cast i n low r e l i & f . The mount 
i s i n bad condition, and the detai l s of the interlaced pattern can-
not be f u l l y determined. However, i t seems that the design i s very 
similar to that of the Peterborough mount (cat.no.1), which i s also 
almost exactly the same size. The head has bulbous eyes, and ears 
that are canine i n appearance. The fr o n t leg springs from the 
widening of the body, immediately behind the head, bends back on i t -
s e l f sharply at the knee j o i n t , and terminates i n a round lobe, to 
one side of the head. The remainder of the design i s i n d i s t i n c t , 
but seems to represent the interlaced body of the creature, as i t 
c o i l s w i t h i n the sub-triangular frame. 
At the apex of the mount i s a c i r c u l a r projection with a cen-
t r a l r i v e t hole. The back i s concave and p l a i n , although there i s 
a rough f i n i s h to i t . Traces of i r o n r i v e t s are v i s i b l e on the 
plate that projects at r i g h t angles to the base. 
Class i f i c a t i o n : English Urnes s t y l e . 
Find context : single f i n d from Kemsley Downs, near Milton, Kent, 
although the provenance i s also sometimes described as "Milton-next-
Sittingbourne", or simply as "Sittingbourne". Purchased by the 
Museum i n 1883 from George Payne Junior,esq. F.S.A. 
Bibliography : B M A S G 1923, 104 
Kendrick 1949, 116 
Wilson 1961, 212 and p l . x x x v i i i a. 
Wilson 1964, 48,51,58, cat.no.26, p l . x i x . 
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3. BRONZE MOUNT LINCOLN 
Present location :: B r i t i s h Museum. 
Registration number : 67,3-20,20. 
Size : 5.7 cms. long. 2.8 cms. wide. 
Description : This bronze, openwork mount depicts a creature with a 
serpentine body, viewed from above. I t i s contained w i t h i n a sub-
triangular frame, the base l i n e of which i s s t r a i g h t , and the two, 
long sides, s l i g h t l y convex. The basically s p i r a l loop of the body 
occupies the wider base of the frame, while the animal's head pro-
trudes, to coincide with the apex of the t r i a n g l e . When the mount 
i s viewed i n p r o f i l e , i t can be seen that the animal rises above the 
subtriangular'frame. The head has a long, c l e a r l y delineated snout, 
with two n o s t r i l s , above which are two, large, bulbous eyes, and two 
less prominent, subtriangular ears, which are flattened on the 
creatures' neck. The body quickly widens, and a leg springs from 
i t , but there i s no s p i r a l hip. The leg adopts the form of a t h i n 
- t e n d r i l , and terminates i n a foot of i n d i s t i n c t character. . Another 
leg springs from the body shortly afterwards, but again, not from a 
hip. The course of the second leg i s d i f f i c u l t to follow, but i t 
terminates i n a foo t , with two, thick toes. A t h i r d leg also 
emerges from the body, but t h i s one takes the form of a ribbon-like 
t e n d r i l , and interlaces with the creature, before terminating i n a 
point. The body swells again, before i t s e l f becoming an i n t e r l a c i n g 
t e n d r i l , which eventually meets the ears of the animal. The design 
i s not clear l y executed, and the above description may be open to 
rein t e r p r e t a t i o n . 
At the apex of the mount i s a ci r c u l a r projection with a central 
r i v e t hole. A pl a i n plate projects at r i g h t angles to the base, 
and t h i s also has a central r i v e t hole. A t h i n , incised l i n e i s 
v i s i b l e down the backbone of the creature's body. This was o r i g i -
n a l l y i n l a i d with n i e l l o , and traces of n i e l l o are s t i l l present. 
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The two curved sides of the frame were also i n l a i d with n i e l l o 
along t h e i r edges, as was the fro n t face on a l l three sides. The 
remains of n i e l l o are p a r t i c u l a r l y apparent along the edges of 
the frame. One corner of the base l i n e of the frame i s missing, 
where the mount has been s l i g h t l y damaged. The reverse side of 
the mount i s p l a i n and concave, and reveals that the openings i n 
the pattern were made by d r i l l i n g . The mount shows signs of wear. 
Class i f i c a t i o n : English Urnes style 
Find context : single f i n d discovered i n s o i l carted out of Lincoln 
i n 1850. Purchased from Arthur Trollope,esq. 
Bibliography : B M A S G, 104, fig.126. 
Shetelig 1940, i v , 99, fig.65. 
Kendrick 1949, 116, f i g . 19a. 
Moe 1955, 17, fig.15a. 
Wilson 1961, 212, p l . x x x v i i i a. 
Wilson 1964, 48,51,58, cat.no.33, p l . x x i . 
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4. BRONZE MOUNT UNKNOWN PROVENANCE 
Present location : B r i t i s h Museum 
Registration number : 62, 3-2.1, 7 
Size : 4.6 cms. long. 2.8 cms. wide. 
Description : This bronze, openwork mount depicts a creature with a 
serpentine body, viewed from above. The s p i r a l loop of the body 
provides the mount with a basically, c i r c u l a r shape, with one pro-
trusion i n the form of the animal's head. The head, which is.cast 
i n r e l i e f , i s semi-naturalistic, with a canine snout, round, bulbous 
eyes, and triangular ears flattened on i t s neck. Shortly below the 
head, the body widens out int o a s p i r a l hip, from which emerges a 
t h i n , tapering leg that terminates i n a f o o t , with two, long toes, 
which grip the animal's own body. The back hip i s represented' i n 
the centre of the mount, where the body widens to form a sub-trian-
gular hip j o i n t , from which a hind leg emerges. This passes 
beneath the body, and then forms a t h i n t e n d r i l , which interlaces 
extensively with the creature, without detracting from the ov e r a l l 
c i r c u l a r composition. The design i s asymmetrical. 
The back of the mount i s p l a i n and concave, although behind the 
head i s part of a r i v e t , which was cast i n one piece with the mount. 
Two of the spaces i n the openwork design are d r i l l e d , p e r f e c t l y 
round holes, which may conceivably have also been intended as r i v e t 
holes. The edge of the mount i s s l i g h t l y damaged on one side. 
The mount i s polished smooth as a r e s u l t of wear. 
Class i f i c a t i o n : English Umes sty l e . 
Find context : single f i n d of unknown provenance. Presented to the 
museum i n 1862 by Sir A.W. Franks K.C.B. 
Bibliography : Shetelig 1909, 100, fig.26. 
Aberg 1941, fig.20g. 
Kendrick 1949, 116, fig.196. 
Wilson 1964, 48,51, cat.no.141, p l . x l i i . 
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5. BRONZE MOUNT • SfiflgEFQRg 
Present location : King's Lynn Museum, Norfolk. 
Registration number : KL 171.978. 
Size : 4.25 cms. long. 2.65 cms. wide. 
Description : This bronze, openwork mount depicts a creature with a 
serpentine body, viewed from above. The s p i r a l loop of the body 
provides the mount with a basically, c i r c u l a r shape, with one pro-
trusion i n the form of the animal's head; The head, which i s cast 
i n r e l i e f , has a canine snout, bulbous, almond-shaped eyes, and t r i -
angular ears flattened on i t s neck. Shortly below the head, the 
body widens out i n t o a s p i r a l h i p , from which emerges a t h i n , t e n d r i l 
l i k e leg that runs adjacent to the body f o r a short distance, before 
terminating i n a foot. A back hip i s not represented, but the body, 
gently tapers i n t o a leg as i t completes the c i r c l e , crosses i t s e l f 
immediately behind the head, and terminates i n a f o o t , with a rounded 
heel and two, long toes. A t a i l , i n the form of a narrow t e n d r i l , 
also emerges from the body, close to where the body tapers in t o the 
hind leg. The t a i l loops around the crossing point of the neck and 
hind leg, and terminates i n a round lobe. 
Three r i v e t holes are incorporated unobtrusively i n t o the design. 
A t h i n , i n t e r l a c i n g t e n d r i l loops round the c i r c u l a r form of the body 
i n three separate places, at either side of the c i r c l e and at the top. 
The openwork effect of these loops i s formed by the d r i l l i n g of round 
holes i n t h e i r centres, which also function as r i v e t holes. The t h i n 
i n t e r l a c i n g t e n d r i l loops f i n a l l y round the crossing point of the body 
behind the head, before terminating i n a round lobe. 
The projecting head i s long i n r e l a t i o n to the body; i t makes up 
1.8 cms. of the entire length of 4.25 cms. I n addition, there was 
almost c e r t a i n l y another r i v e t hole-attached beyond the snout of the 
creature, which was cast i n one piece with the mount, but which has 
been mostly broken o f f . The reverse of the mount i s p l a i n and 
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concave. The mount i s i n good condition. 
C l a s s i f i c a t i o n : English Urnes s t y l e . 
Find context : single f i n d from a known but unexcavated archaeo-
lo g i c a l area. Found near Sedgeford by a metal detector enthu-
siast i n the autumn of 1977. Purchased i n June 1978 with a V. 
and A. grant. 
Bibliography : Unpublished. 
199 
6. BRONZE .MOUNT TYNEMOUTH 
Present location : Department of Archaeology, Newcastle University. 
Registration number : 1979. 22. 
Size : 3.9 cms. long. 2.4 cms. wide. 
Description : This bronze, openwork mount depicts a creature with a 
serpentine body. The ornament i s roughly oval i n shape, with one 
protrusion i n the form of an animal head, which i s positioned to 
one side of the mount. The details of the head are i n d i s t i n c t . I t 
is viewed i n profile., and has a prominent, rounded cheek. A square-
ended, and a round, projection from the fr o n t of the head appear to 
represent the mouth and nose. The eye i s round, although two lines 
are f a i n t l y incised behind i t , which give i t an o v e r a l l almond 
shape. A ribbon shaped body emerges behind the head. I t forms a 
semi-circular shape, and then changes d i r e c t i o n , t o cross the mount 
diagonally, and terminate where i t coincides with the t h i n t e n d r i l , 
that provides the external frame of the mount. A gentle swelling 
of the body marks the emergence of a f r o n t leg, which crosses the 
mount to terminate.on the other side of the object. A subtriangular 
hip j o i n t occurs a f t e r the change of d i r e c t i o n of the body, and a 
back leg provides the termination of the body. A t a i l , i n the form 
of an i n t e r l a c i n g t e n d r i l , emerges from the same point to provide 
the external frame of the mount. Three r i v e t holes are appended to 
the external ornament l i n e of the body. They are unequally spaced 
apart. 
The reverse of the mount i s p l a i n * and s l i g h t l y concave. Four 
r i v e t s are s t i l l i n t a c t on the back, including one which s t i l l has a 
round head attached. They are made of bronze, and do not seem to 
be broken o f f . One r i v e t , on the reverse of the animal head, was 
cast i n one piece with the mount. The other three r i v e t s are 
attached through the r i v e t holes v i s i b l e on the front of the mount. 
They vary i n length. The one on the back of the head i s only 0.5 
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cms. long, and the other two are 0.6 and 0.7 cms. long. I n 
section, the head of the creature i s almost twice as deep as the 
body of the animal, 0.3 cms. i n comparison t o 0.125 cms. The 
survival of the r i v e t s appears even more fo r t u i t o u s by comparison 
with the worn condition of the mount i n general. 
Clas s i f i c a t i o n : English Urnes style. 
Find context : Found i n a t h i r t e e n t h century l e v e l i n the sacristy 
of Tynemouth prio r y during excavations i n 1963. 
Bibliography : Jobey 1967, 
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7. BRONZE MOUNT LINCOLN 
Present location ; with the Lincoln Archaeological Trust. 
Small f i n d number : DT I 74 (sz) Ae 108 
Size : 6.1 cms. long. 3.2 cms. wide. 
Description : This bronze openwork mount i s long and subrectangular 
i n shape, wi t h two protrusions, which take the forms of an animal 
head and a truncated animal limb, at approximately the centre of one 
long edge of the object. The ornamentation of the mount consists 
of a complicated design. . I t i s composed of f i v e creatures a l t o -
gether, four of which are engaged i n combat, and a l l of which are 
caught up i n t h i n , i n t e r l a c i n g t e n d r i l s . Three d i f f e r e n t l i n e 
widths are present. The body of the animal whose' head and back leg 
form the protruberances mentioned above has the broadest l i n e width. 
The four creatures which are' engaged i n combat, have marginally 
narrower body widths; and the t h i n , i n t e r l a c i n g t e n d r i l s provide a 
t h i r d , and the narrowest, l i n e width. 
The largest, protruding animal head has large, round bulbous 
eyes, a canine snout, and triangular ears fla t t e n e d on i t s neck. 
A large, s p i r a l hip occurs i n a widening of the body, from which 
emerges a t h i n , t e n d r i l - l i k e f r o n t leg, that terminates i n a foot 
w i t h two, long toes, which reach the topmost, external border of the 
mount. The body loops to form a U-shaped curve., and widens s l i g h t l y 
i n t o a subtriangular hip j o i n t , opposite the ears of the animal. The 
hind leg tapers, and appears to divide i n t o two, immediately before 
i t s truncation. 
The four creatures engaged i n combat are s i m i l a r l y , though not 
symmetrically, arranged, above and to either side of the larger, 
ce n t r a l , U-shaped animal. I n each case, t h e i r heads are b i t i n g the 
bodies of t h e i r nearest opponents. The heads have large, bulbous 
almond-shaped eyes, long, square-ended snouts, and triangular ears 
flattened on t h e i r neck. Their necks are longer than that of the 
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larger creature. From a fr o n t s p i r a l h i p , i n each case, emerges 
a f r o n t leg. In the case of the two outermost animals, the front 
legs provide the external frame of the mount. I n the case of the 
other two creatures, whose shape i s not so influenced by any func-
t i o n a l purpose, such as supplying the mount with a regularly shaped 
frame, the f r o n t legs are composed of short, t h i n t e n d r i l s , posi-
tioned l i k e raised forepaws, and terminating i n feet, each with two, 
long toes. The bodies of the outermost creatures form the shorter, 
rounded sides of the mount. They widen i n t o a back hip, from which 
emerges a thinner leg, which terminates i n a foot with two, long toes, 
i n each corner of the mount. The bodies of the inner two creatures 
are clearly viewed i n p r o f i l e , and may be seen to represent quadru-
peds, rather than ribbon beasts. The elongated bodies curve upwards 
and then turn back on themselves, towards t h e i r rumps. Their back 
s p i r a l hips both coincide with the larger body of the central creature. 
I n each case, a long, t h i n , t e n d r i l - l i k e leg emerges, which terminates 
i n a foot with two, long toes. Immediately p r i o r to the back hips 
of these creatures, and possibly on the other two creatures as w e l l , 
(although the det a i l s of the design are i n d i s t i n c t i n the l a t t e r cases) 
a t a i l emerges, represented by a t h i n t e n d r i l , which interlaces with 
the main bodies of the animals. Other i n t e r l a c i n g t e n d r i l s are 
present, which do not appear to have emerged from the t a i l s or limbs 
of the f i v e animals. 
The reverse of the mount i s p l a i n and concave, although t o o l 
marks are v i s i b l e on the back and i n the pierced openings. There 
are no indications of r i v e t s , or any other means of attachment. 
The decorated side of the mount may possibly have been silvered. 
A small area was tested, and the r e s u l t s were f a i n t l y p o s i t i v e ; but 
the p o s s i b i l i t y of damaging the mount did not allow f o r any further 
t e s t i n g . The mount shows signs of wear, and i s corroded. Apart 
from the truncated l i n b of the central creature, two fragments have 
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been broken o f f at either corner of the bottom of the mount. 
One of these was recovered during excavation, and has since been 
appended to the piece, i n i t s o r i g i n a l p o s i t i o n . 
C l a s s i f i c a t i o n : English Urnes sty l e . 
Find context : Found during excavation of Danes Terrace I , Lincoln 
i n 1974. I t was a residual f i n d discovered i n a rubbish p i t 
dating from medieval times. 
Bibliography : Wilson 1978, 143. 
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8. BRONZE MOUNT COLCHESTER 
Present location : Colchester Castle Museum 
Registration number : 852 - 1936 
Size : 4.7 cms. long. 3.9 cms. wide. 
Description : This bronze mount has a roughly ovular frame, w i t h i n 
which i s an animal design. The mount depicts a creature with a 
serpentine body. The body forms a s p i r a l loop, which occupies the 
broader end of the oval shape, while the head and neck occupies the 
narrower end. The creature has an elongated head, which i s thrown 
back on the neck, and thus appears upside-down. I t has a turned 
backwards and downwards nose extension, a short, downturned lower 
l i p , which terminates i n a round lobe, an almond shaped eye, and a 
t h i n , rounded ear. The body swells at the base of the neck, and a 
long f r o n t leg emerges, which crosses the mount and tapers towards 
i t s termination, where i t coincides with the ribbon body at the base 
of the mount. A back leg emerges from a subtriangular hip j o i n t i n 
the centre of the mount, and proceeds diagonally across the mount, 
tapering along i t s course, to terminate, where i t coincides w i t h an 
in t e r l a c i n g t e n d r i l , i n a foot w i t h two, long toes. A t a i l also 
emerges from the end of the body, and adopts the form of a t h i n , 
i n t e r l a c i n g t e n d r i l . A wedge-shaped feature of i n d i s t i n c t charac-
ter occurs immediately below the crossing point of the f r o n t leg and 
the serpentine body. Two t h i n , i n t e r l a c i n g t e n d r i l s emerge from i t 
and terminate i n round lobes. 
Although the design i s basically openwork, the area between the 
creature and the oval frame i s p l a i n and i n f i l l e d . Tool marks are 
v i s i b l e on t h i s p l a i n surface. The rim of the mount i s raised, 
while i n section, the ornament can be seen to r i s e s l i g h t l y above 
the frame. The r e l i e f of the ornament varies up to 0.5 cms. deep. 
There are s l i g h t traces of s i l v e r i n g on the ornament, especially on 
the hind part of the body, which was possibly o r i g i n a l l y , double con-
toured. 
There i s a large r i v e t hole d r i l l e d through the neck of the 
creature, immediately below the ear. A small r i v e t hole i s also 
present, immediately above the larger one, between the frame and 
the creature i t s e l f . 
The reverse of the object i s f l a t and p l a i n , but also has 
t o o l marks on i t , as do the piercings i n the design. The reverse 
shows some corrosion. The mount i s damaged along the bottom, and 
part of the frame i s missing. I t shows signs of wear. 
Cla s s i f i c a t i o n : Umes style of English manufacture. 
Find context : single f i n d from Colchester i n 1936. 
Bibliography : Shetelig 1940, iv,60. 
Kendrick 1949, 116 
Moe 1955, 17, fig.16. 
Wilson 1964, 102 
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9. BRONZE MOUNT WISBECH 
Present location : Wisbech Museum, Cambridgeshire 
Registration number : 1.1846 
Size : 4.25 cms. (maximum diameter). 3.75 cms. (minimum diameter) 
The p r o f i l e i s i r r e g u l a r , measuring from 1-2 mm. 
Description : This .bronze mount has a roughly c i r c u l a r frame,within 
which i s an openwork animal design. The mount depicts a creature 
with a serpentine body interlaced with i t s e l f . The body forms a 
s p i r a l loop, which accentuates the c i r c u l a r composition of the mount. 
The outlines of the body, and the fr o n t and back leg are followed by 
two, l i g h t l y incised l i n e s , which serve to emphasise the main design. 
The creature has an elongated head, with an almond shaped eye, and a 
rounded ear, which impinges upon the outside frame. The upper l i p 
is exaggerated to meet the frame, and the lower l i p extends to meet 
the body. A nose extension i s folded backwards and downwards, and 
meets the lower l i p at the back of the jaw. From the neck, the body 
gently widens i n t o a s p i r a l hip, and a sturdy f r o n t leg emerges to 
cross the centre of the mount and terminate i n a foot with two long 
toes, which extend to the frame. The body loops i n t o the centre of 
the mount, where i t terminates, and a hind leg and t a i l emerge. The 
hind leg i s strongly emphasised, when the body widens in t o a sub-
triangular hip j o i n t . The leg i s s t r a i g h t , and crosses the mount 
to terminate i n a foot w i t h a heel and two toes, which impinge on the 
c i r c u l a r framework, to give the impression of standing on i t . The 
t a i l tapers i n t o a thinner t e n d r i l , which interlaces with the creature 
before ending i n a round lobe, next to the foot of the hind leg. There 
are two further features of i n d i s t i n c t character, which serve to 
balance-the composition as a whole. One of these connects the body 
to the framework where a space had been l e f t i n the design, but other-
wise serves no purpose. The other springs from one of the loops i n 
the t a i l , and runs adjacent to the t a i l across the mount, before t e r -
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urinating i n a round lobe, larger than the f i r s t one, but not 
forming a d i s t i n c t i v e feature, such as a foot. 
The mount i s f l a t , but i t has an ir r e g u l a r p r o f i l e , varying 
from 1 to 2 mms. wide. The reverse of the mount i s p l a i n . There 
are no indications of the means of attachment, and no r i v e t holes. 
However, both the surface of the mount, and the reverse, are 
marked with a series of i r r e g u l a r l y incised scratch marks. These 
are p a r t i c u l a r l y noticeable round the c i r c u l a r frame. 
Cl a s s i f i c a t i o n : Urnes style of English manufacture 
Find context : Found i n 1846 i n Wisbech Castle d i t c h when the 
foundations f o r the present museum were being dug. Some four-
teenth century pottery and miscellaneous animal bones were found 
at the same time, but t h e i r r e l a t i v e contexts were not recorded. 
Presented to the museum by Mr. J. Rumball i n 1846. 
Bibliography : Shetelig 1940,iv,61. fig.29. 
Keridrick 1949, 116, p l . l x x x i i , 1. 
Moe 1955, 17. 
Wilson 1964, 51,114, pl.x. 
Wilson 1966, 154, p l . l x x i i i d. 
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10. BRONZE MOUNT MILDENHALL 
Present location : Ashmolean Museum, Oxford. 
Registration number : 1909.414 
Size : 5.3 cms. long 
Description : The bronze mount i s decorated with an almost symmetri-
cal design, consisting of two interlaced t e n d r i l s positioned on 
either side of central plants. The interlaced t e n d r i l s almost 
ce r t a i n l y represent snakes, although the design i s too rubbed to be 
posit i v e . Nonetheless, two projections t o either side of the mount 
probably represent the heads. The animals are not i d e n t i c a l as we 
have them now, although a d i f f e r i n g amount of wear over the mount 
may account for some d i s s i m i l a r i t i e s . The snake to the r i g h t has 
a short, broad head ending i n a f l a t snout, with a small, lower l i p 
and a prominent, rounded ear. No eye i s . v i s i b l e . The serpen-
t i n e body loops upwards and over to cross the neck; and then a 
similar loop occurs i n the lower portion of the r i g h t hand side, 
passes under the body and terminates i n a.'.neat stop. A front and 
back s p i r a l hip are v i s i b l e at the top and bottom of the r i g h t hand 
side respectively. A leg of i n d i s t i n c t character springs from the 
f r o n t s p i r a l hip, and takes on a f o l i a t e appearance by the foot. 
From the back s p i r a l hip, two t e n d r i l s emerge. One i s the continu-
ation of the body, or the t a i l , mentioned above; the other may be a 
back leg:, which loops round, and eventually re-emerges to meet the 
mouth on the l e f t hand side, but to be broken o f f on the r i g h t . I t 
terminates inconclusively. 
The central vegetation comprises two, separate, " r u s t i c " , three 
element plants, each proceeding towards the centre of the mount. The 
topmost one i s affixed to a c i r c u l a r projection with a central r i v e t 
hole. Two more r i v e t holes have been d r i l l e d through at the bottom 
of the mount, p a r t i a l l y i n t e r r u p t i n g the design. A p l a i n plate 
projects at r i g h t angles to the base. The reverse side i s p l a i n 
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and s l i g h t l y concave. 
The pattern, executed i n both r e l i e f and openwork, has some 
hollows i n i t , but there are no traces of any f i l l i n g . There i s 
some corrosion on the reverse side and i n the hollows; and the 
mount i s considerably worn, and i n some places, projections have 
been broken o f f . 
Clas s i f i c a t i o n : Ringerike/Urnes s t y l e . 
Find context : Found i n 1893 near Mildenhall, Suffolk as a single 
object. Donated, by Sir Arthur Evans, from the c o l l e c t i o n of Sir 
John Evans. 
Bibliography : Shetelig 1940,iv,60, fig.26. 
Shetelig 1948,105, fig.29. 
Holmquist 1951,33, fig.28.2 
Moe 1955,26, fig.25 
Wilson 1964, 116. 
Hinton 1974, 2 5 , p l . v i i i 
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BRONZE MOUNT 
Present location : University Museum of Archaeology and 
Ethnology, Cambridge. 
Registration number : A.1916.57 
Size : 6.9 cms. long. 3.4 cms. wide. 
Description : This bronze mount depicts an animal ornament through 
the use of series'of short, truncated lines set i n r e l i e f , which 
give the design an unusual broken character. The animal i s viewed 
from above and has a serpentine body. I t i s set against a p l a i n 
background, and i s contained w i t h i n a subtriangular frame, which 
has two appendages to the corners of the short base l i n e , and a cross-
shaped lug af f i x e d to the top through which a r i v e t hole has been 
d r i l l e d . The de t a i l s of the design are not easily seen, although 
the basically s p i r a l loop of the body occupies the wider base of the 
frame, while the animal head coincides with the apex of the t r i a n g l e . 
A simple curl,.representing the s p i r a l hip, occurs immediately behind 
the head, and a t h i n leg.emerges from i t , which bends sharply at the 
knee j o i n t and terminates i n a two-toed fo o t . The creatures' hind 
parts are not c l e a r l y delineated, but seem to be contained w i t h i n 
the s p i r a l loop of the body. There i s no real d i s t i n c t i o n between 
the background and the ornament lines set i n r e l i e f . 
Two r i v e t s remain i n t h e i r o r i g i n a l positions. One i s set 
through the r i v e t hole i n the cross-shaped lug at the top, and one i s 
i n a r i v e t hole situated c e n t r a l l y through the p l a i n plate which i s 
affix e d at r i g h t angles to the base l i n e of the t r i a n g l e . The 
r i v e t s are of bronze, although s l i g h t l y corroded at t h e i r inside 
ends, especially the lower one. The reverse of the object i s con-
cave and roughly finished. The mount shows signs of wear. 
Clas s i f i c a t i o n : debased Urnes sty l e . 
Find context : unknown. Many objects are known from Ixworth, but they 
were acquired gradually on behalf of the Cambridge museum i n the 
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early years of t h i s century, and embrace a l l periods and are 
a l l kinds of artefacts. I t i s not clear whether t h i s area of 
the Suffolk borders i s p a r t i c u l a r l y productive of i n t e r e s t i n g 
finds, or whether there may have been an antique dealer collec-
t i n g and s e l l i n g from there. 
Bibliography : Wilson 1964, 51,58,105,106, pl.x. 
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12. GILDED BRONZE DISC BROOCH PITNEY 
Present location : B r i t i s h Museum. 
Lent to the museum i n 1931 by Miss Dudham, hence, no accession 
number. 
Size : 3.9 cms. i n diameter. 
Description : This c i r c u l a r brooch of gilded bronze has a d i s t i n c -
t i v e scalloped border w i t h i n which i s an openwork animal design. 
The brooch depicts a sinuous creature in.combat with a snake. The 
interlaced elements are at f i r s t d i f f i c u l t to disti n g u i s h , since 
neither of the creatures' heads are cle a r l y delineated. The primary 
creature seen i n p r o f i l e has i t s head thrown back on a long neck, so 
that i n effe c t the head i s viewed i n an inverted position. The head 
i s elongated w i t h a large almond shaped eye predominating i t . I t 
ends i n an S-curve, presumably representing a snout and tongue, which 
meets the c i r c u l a r frame of the brooch. The long, serpentine body 
has a beaded, external edge, adjoined to a p l a i n i n t e r n a l one, and 
' forms an approximate heart shape. Below the back-turned neck, the 
body widens i n t o a s p i r a l hip, from which evolves a s t r a i g h t , taper-
ing leg which meets the border. The lower leg re^emerges immedia-
t e l y , and terminates shortly afterwards i n a three clawed foot. 
The hind part of the creature also widens i n t o a prominent s p i r a l 
hip, from which evolves a st r a i g h t back leg. This meets the frame 
too, but the lower leg remains v i s i b l e , continuing p a r a l l e l to the 
frame f o r a.short distance before developing i n t o a highly s t y l i s e d 
foot, comprised of two t e n d r i l s . One ends f a i r l y shortly i n a neat 
terminal stop against the frame; while the other interlaces w i t h the 
bodies of both animals, before further d i v i d i n g i n t o two separate 
shoots which also end i n terminal stops against the frame. The 
second creature i s more amorphous i n character. I t s head i s viewed 
from above and i t i s apparently b i t i n g the neck of the other animal 
j u s t below i t s combatants' head. The eyes are small and round. 
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I t s t h i n , unornamented body i s entwined with the f i r s t creatures', 
ultimately forming two intertwined loops and ending i n a neat 
terminal stop against the frame. The whole design i s asymmetrical, 
but the ornament i s very evenly d i s t r i b u t e d , so that no one part 
seems over or under occupied. 
The brooch i s dished. I t s back i s p l a i n , except f o r the 
remains of a catchplate and hinge. 
Cla s s i f i c a t i o n : Urnes style of English manufacture. 
Find context : a single f i n d from the churchyard at Pitney, 
Somerset. 
Bibliography : Brrfndsted 1924, 145, fig.120 
Shetelig 1940,iv,57, fig.24 
. Keiidrick 1949, 116-117* p l . l x x x i i 
Moe 1955j 17 
VCH Somersetshire, i , 380 and coloured plate. 
Wilson 1964, 3,48,51,52,160, cat,no<60, p l . x x v i i i 
Wilson 1966, 154, p l . l x x i i i e . 
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SILVER DISC BROOCH SUTTON. ISLE OF ELY 
Present location : B r i t i s h Museum 
Registration number : 1951, 10-11, 1 
Size : 16.4 cms. (maximum diameter) 14.9 cms. (minimum diameter) 
Description : This s i l v e r disc brooch of i r r e g u l a r circumference i s 
ornamented with a variety of vegetal and zoomorphic ornament. The 
surface i s divided i n t o f i e l d s of decoration, formed primarily of 
four, double-contoured, overlapping c i r c l e s , with the area outside 
of these further divided into smaller zones. The edge of the 
brooch i s composed of two bands, the outer one made up of adjacent 
semi-circular shapes, with triangular nicks inside and-out; and the 
inner band being p l a i n . The f i e l d s between these bands and the 
overlapping c i r c l e s are f i l l e d w ith linear patterns, some of which 
may represent highly s t y l i s e d animal designs. The overlaps of the 
c i r c l e s produce pointed oval f i e l d s , which are decorated with degen-
erate s c r o l l ornament and linear patterns. The four major f i e l d s 
contain zoomorphic ornament of d i f f e r i n g character. 
One f i e l d contains two interlaced ribbon beasts, one of which 
has heads at both ends of the body. they are roughly sketched, 
with small, almond-shaped eyes and folded backwards and downwards 
nose extensions. One head has a f l o r i a t e snout. The ribbon bodies 
form wide and open loops. They are mostly f i l l e d with widely spaced 
beading. They terminate i n pear-shaped and round lobes. Small 
c i r c l e s surround the crossing points of the bodies. Cross-hatched 
decoration occurs at the edges of the f i e l d , when the animal ornament 
does not reach the borderl Another f i e l d i s s i m i l a r l y ornamented 
with one ribbon beast. The creature's body loops with i t s e l f twice, 
forming open loops. Widely spaced beading f i l l s the body. The 
snout i s more f l b r i a t e and the animal also has a rounded ear. Cross-
hatching occurs at intervals round the edges of the f i e l d . I n the 
background are two p l a n t - l i k e ornaments and a s a l t i r e , with scrolled 
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terminals and an interlaced r i n g at the crossing. 
The other two f i e l d s contain quadrupeds, seen i n p r o f i l e , on 
plai n backgrounds. I n one f i e l d i s a creature, apparently walking, 
with a l l four legs v i s i b l e , the forepaw being raised. The head i s 
two-faced, one face being zoomorphic, and the back of the head re-
presented by wavy lines resembling a human p r o f i l e . Wavy lines 
also occur horizontally over the neck. The j o i n t s of the animal 
appear as triangular nicks, and the t a i l passes between the legs. 
Again, cross-hatching occurs occasionally round the edges of the 
f i e l d , and a plant ornament and a s a l t i r e emanate from two corners. 
The second quadruped i s backward looking. The head i s long and 
pointed with an almond-shaped eye and a s l i g h t l y f l o r i a t e snout. 
The ear terminates i n a round lobe. The long neck, which forms an 
incomplete loop, i s crossed by wavy l i n e s . The animal has four 
v e r t i c a l legs and the forepaw i s raised high. The j o i n t s appear as 
triangular nicks, although the back hip i s a s p i r a l . The t a i l i s 
not c l e a r l y delineated. Cross-rhatching occurs round the edges of 
the f i e l d , and an elaborate plant ornament emanates from one corner. 
At the j o i n t s and extremities of t h i s geometrical construction 
are nine dome-headed r i v e t s , one of which i s now missing. They are 
coarsely made. The ornament i s engraved on the object, with a 
sketchy, freehand q u a l i t y . L i g h t l y incised lines follow the body 
outlines to form double contours. The back of the brooch retains 
part of the long supporting plate of the pin; the plate i s broken at 
both ends, where the r i v e t s fastened i t . On the reverse of the 
brooch,, an i n s c r i p t i o n saying : AEDVPEN MEAG AGEHYODRIHTEN 
DRIHTENHINEA PERIEDEMEHIRE AE TFERIEBV-TONNYOME SELLEHIREAGENE SPILLES 
appears round the edge, •• I..-. Other, possibly runic, 
symbols occur on the supporting plate of the p i n , but the i n s c r i p t i o n 
i s incomplete and i l l e g i b l e . Other scratches seem to be accidental. 
Clas s i f i c a t i o n : Object w i t h Urnes style influences. 
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Find context : Turned up by the plough i n 1694 i n a lead casket 
with about one hundred s i l v e r coins of William the Conqueror, f i v e 
heavy gold rings, a p l a i n s i l v e r dish. The piece was then los t 
u n t i l 1951 when the B r i t i s h museum acquired i t from a Dublin dealer. 
Bibliography : Hickes 1705, i i i , 187-8 
Lewis 1840, 255 
Stephens 1866-1901, i , 289-93 
Black 1889-9, 340, f i g . 6 
Fox 1923, 300 
Smith 1925, 137, f i g . 2 
Bruce-Mitford 1956, 193-198, p l s . x x v i i i , xxix, a and 
fig.38. 
Thompson 1956, 131, pl.x x i , b . 
Wilson 1958, 170 
Wilson 1960, 69,162,223, pi.78. 
Wilson and Blunt 1961, 108 
Wilson 1964, 3,7,31,36,48-50,52,80,84,86-90, 
pls.xxxi and x x x i i , cat.no.83. 
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ANIMAL HEAD TERMINAL NORTHAMPTON 
Present location : With the Northampton Development Corporation 
(Archaeological centre). 
Size : 3*6 cms. long. 1.35 cms. wide (from ear to ear) 1*0 cms. i n 
p r o f i l e . 
Description : This cast bronze terminal i s a three-dimensional depic-
t i o n of an animal head. I t i s a.slim and elongated head, with large 
almond-shaped, bulbous eyes, and prominent ears. From above, the 
snout narrows and has a ridge across i t . I n p r o f i l e , the nose i s 
upturned, with folded backwards and downwards nose extensions, which 
terminate i n round lobes. The det a i l s of the snout and eyes are 
emphasised with t o o l i n g ; and the eyes i n p a r t i c u l a r are outlined by 
a series of in c i s i o n marks. Behind the ears, the hollow half c y l i n -
d r i c a l neck bears two wide h e l i c a l depressions, one outlined w i t h 
incised l i n e s . 
On the underside of the object i s a hollowed out channel measu-
rin g 2.7 cms. i n length, and 0.8 cms. i n width. The inside surface 
i s soldered, and there are traces of wood•and - charcoal i n the corro-
sion i n the cavity. The object i s s l i g h t l y damaged", at the end of 
the neck, but remains i t s o r i g i n a l length. I t shows signs of wear. 
Cla s s i f i c a t i o n : Urnes style of English manufacture? 
Find context : Found by the Northampton Development Corporation i n 
1975 i n a p i t with pottery of late Saxon date, which lay sealed 
beneath the rampart of Northampton castle, which was probably b u i l t 
before 1100. 
Bibliography : Unpublished. 
Find number N75 M139. B Cu ^ \ 
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. ANIMAL HEAD TERMINAL SUSSEX 
Present location : Sussex Archaeological Society, Barbican House,Lewes. 
Registration number : 24179 
Size : 4.2 cms. long. 1.3 cms. i n p r o f i l e . 
Description : This cast bronze terminal i s a three dimensional 
depiction of an animal head. I t i s a narrow and elongated head, with 
almond-shaped eyes, doubled contoured with a thick o u t l i n e . The ears 
are small, rounded, and positioned close together. The neck i s short 
and narrow. A prominent nose ridge runs from the ears down the 
centre of the object.. Seen from above, the head ends i n a V-shaped 
feature which runs along the edges of the snout. In p r o f i l e , t h i s 
feature i s revealed as nose extensions on either side of the head. 
The extensions form thick diagonal l i n e s , and terminate i n simple 
s p i r a l s . 
The object has not yet been cleaned or conserved, and thus tool 
marks are not v i s i b l e . On the underside of the object i s a channel 
which has not yet been cleaned out. However, a series of in c i s i o n 
marks can be seen at the termination of the neck on the surface of 
the object. The object looks roughly finished and worn. 
Clas s i f i c a t i o n : Urnes style of English manufacture? 
Find context : Found i n 1978 by a metal detector enthusiast, working 
on parts of a 1000 acre farm, which includes the multiperiod s i t e of 
Bishopstone, and also the si t e of a tenth century Saxon church, and 
a Bishops' Palace from about the eleventh to t w e l f t h century. 
Bibliography : Unpublished. 
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SILVER PLATED CROSIER HEAD DURHAM 
Present location : The Treasury, Durham Cathedral. 
Registration number : 
Size : overall height of the object 14.2 cms. 
Length of s i l v e r p l a t i n g decorated with zoomorphic designs : 6.0 cms. 
Maximum circumference:7.3 cms. Minimum circumference:5.2 cms. 
Knob between handle and shaft : 1.8 cms. high 2.1 cms. wide. 
Description : The crosier head, which i s a t y p i c a l crook shape, i s 
made of i r o n . I t i s s i l v e r - p l a t e d , with zoomorphic ornament incised 
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i n the s i l v e r , and p a r t i a l l y i n l a i d with n i e l l o . The he act-is probably 
a composite structure:, and was wrought i n several pieces. Traces of 
the wooden shaft of the crosier were found with i t . 
The s i l v e r - p l a t i n g has been damaged i n places, so that not a l l 
the d e t a i l s of the ornament are clear. I t consists of two serpentine 
creatures whose ribbon bodies are entwined. The two heads resemble 
each other, but are not i d e n t i c a l . The uppermost one, which i s 
s l i g h t l y damaged, has a long head with an emphatic nose that ends i n 
a point. I t has a folded backwards and downwards nose extension, a 
short, lower l i p , a small, almond-shaped eye, and a long, narrow ear 
extension which, having begun as a small, rounded ear, then follows 
the l i n e of the body f o r some distance, loops round the f i r s t i n t e r -
section of bodies that i t meets, and then disappears. The lower 
animal i s more complex. The head i s of the same shape, though less 
long, with a s i m i l a r l y pointed nose, folded backwards and downwards 
nose extension, and small, almond-shaped eye. The lower l i p termi-
nates i n a round lobe, and a small, rounded ear i s seen i n p r o f i l e . 
The ear extension also follows the l i n e of the main body, loops 
around the f i r s t crossing point of ornament l i n e s , but reappears to 
curve gently away, engrailing s l i g h t l y as i t changes d i r e c t i o n , and 
terminating i n a round lobe. 
The t a i l of the uppermost snake terminates i n a similar fashion. 
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I t s body, drawn with clean, precise l i n e s , curls round the.top of 
the shaft, then turns downwards diagonally, crossing over i t s own 
body, and under the second snakes', and swells by use of an en-
grailment on the upper edge shortly before ending i n a round lobe. 
The lower animal i s again more complex. I t s body weaves i n and 
out of the body and ear extension of i t s companion, loops over i t -
s e l f once, gently swells i n t o a hip, loops over i t s e l f again to 
form a figure-of-eight pattern, and ends i n a highly s t y l i s e d foot. 
The wider hip part contains a simple c u r l , the beginnings of a hip 
s p i r a l , which i s ingeniously associated with a t e n d r i l that weaves 
around the intersection of the body (where i t crosses i t s e l f ) , and 
ends i n another found lobe. The foot consists of a squared o f f 
heel, a bar across the main foot which gives to i t an angularity, 
and a knot, from which evolve two small,, weak t e n d r i l s representing 
toes. The bar, knot and two toes give i t a three-cornered effect,so 
that the whole device vaguely resembles a t r i q u e t r a . The lower 
creatures' head and hind parts are juxtaposed. The whole design 
i s asymmetrical. Very f a i n t l y incised lines double contour a l l the 
animal ornament. 
The knob between the handle and the shaft i s square-sectioned. 
I t i s decorated on two opposite faces with a m u l t i c p i l s p i r a l done 
i n n i e l l o ; while the two other faces are adorned with c i r c l e s divided 
i n t o four equal segments, each segment containing.a round lobe. 
O r i g i n a l l y done i n n i e l l o , these lobes now appear as black areas cut 
int o the surrounding s i l v e r . The knob i s quite badly damaged. 
The s i l v e r plate i s riveted onto the crosier shaft. 
C l a s s i f i c a t i o n : Urnes style of English manufacture. 
Find context : Found i n 1874 during excavations made on the s i t e of 
the demolished chapter house of Durham Cathedral by Dr. Fowler. I t 
was found i n a bishop's grave, which also contained a gold r i n g with 
a sapphire and the remains of a pewter chalice. An i r o n f e r r u l e i n 
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the form of a p l a i n spike was found, and traces of the wooden stem 
of the crosier. The remains of clothing were found on the p a r t i -
a l l y crushed skeleton. 
Bibliography : Fowler 1879, 404 
Shetelig 1935, 24 
Kendrick 1938, 236-240 
Shetelig 1948, 107-108, fig.32 
Keiidrick 1949, 117-118, fig.20 
Wilson 1966, 154, fig.68. 
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BRONZE STIRRUP MOTTISFONT 
Present location : unknown. I t was last recorded i n 1887 as being i n 
the possession of P h i l i p B. Davis Cook. 
Size : approximately 15 cms. long. ,: 
Description : As t h i s object has apparently now been lost t o us, the 
only evidence as to i t s o r i g i n a l appearance i s to be found i n the 
publication of 1887 by C.H. Read, which includes an i l l u s t r a t i o n . 
There i s no way of being certain as to the accuracy with which the 
ornament on the s t i r r u p i s depicted, but the following description 
i s a b r i e f summary as to i t s basic characteristics, as shown i n the 
i l l u s t r a t i o n . 
Read's drawing reveals that the design i s composed of two, con-
fronted, serpentine creatures. Their heads are simply executed, 
showing small eyes and prominent foreheads. However, they do appear 
to have had folded backwards and downwards nose extensions, and t h e i r 
lower l i p s terminate i n pendulous round lobes. The bodies form 
pearshaped loops. They gently swell to accommodate s p i r a l hips. 
From the hips, they taper u n t i l they form t h i n t e n d r i l s . The ten-
d r i l s cross the body at the neck, to complete the loops, proceed into 
the topmost corners of the rectangular p l a t e , loop back on themselves 
and f i n a l l y , loop again around the crossing point of the body and neck, 
where they terminate. There i s some ornamentation of i n d i s t i c t vege-
table character, occuring at the centre top of the p l a t e , and between 
the animal heads. The two bodies are joined by a st r a i g h t l i n e that 
runs between the two s p i r a l hips, and below which i s an inverted V-
shape. Another V-shape occupies a space below the two animals' 
lower l i p s . 
The ornamentation occurs on a rectangular plate which i s appen-
ded to the top of. the s t i r r u p i t s e l f . The plate i s pierced by four 
holes. Read records that the design was traced w i t h s i l v e r wire, 
which had almost e n t i r e l y disappeared. From the drawing, i t would 
223 
seem that two p l a i n plates were positioned at r i g h t angles to the 
sides of the ornamented plate. 
C l a s s i f i c a t i o n : Urnes s t y l e , possibly of English manufacture? 
Find context : single f i n d from a peat bog at Mottisfont, near 
Romsey, i n Hampshire. 
Bibliography : Read 1887, 532-533 
Arbman, 1935-7, 268 
Shetelig 1940, 58 
Shetelig 1948, 109 
Kendrick 1949, 117. 
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SILVER FRAGMENTS LONDON 
Present location : Museum of London 
Registration number : 3976 
Size : (As reconstructed by the Museum of London, the shaft was 4.8 
cms. high, with a maximum circumference of 3.7 cms.). The maximum 
dimensions of the three largest fragments are: 3.1 x 2.5 cms., 2.05 
x 2.0 cms., and 3.2 x 3.2 cms. 
Description : The fragmentary design includes two animal heads, both 
of which are viewed i n p r o f i l e , with large almond-shaped eyes, folded 
backwards and downwards nose extensions, and pendant lower l i p s , 
terminating i n found lobes. One animal i s a standing quadruped, 
and the second creature, probably a ribbon beast. The quadruped i s 
larger than the ribbon beast, formed of broader l i n e widths and being 
of elongated proportions. I t has a s p i r a l hip and an extended f r o n t 
leg. I n i t s mouth are two, long pointed teeth. The long tapering 
lines of a"leg belonging to another creature occur on the same fr a g -
ment. I t terminates i n a foot with a rounded heel and two long toes. 
The remainder of the fragments are f i l l e d with patterns of broad and 
t h i n l i n e widths arranged i n interpenetrating, m u l t i - and figure- b f -
eight loop schemes on a pl a i n background. The ornament lines are 
fluent and uninterrupted. 
Where the o r i g i n a l straight edges of the fragments remain, they 
are followed by incised, s t r a i g h t lines forming a border to the orna-
ment. Rivet holes occur i n t e r m i t t e n t l y on the pieces along these 
borders. The incision lines of the design are deep and wel l finished. 
Some n i e l l o inlay can s t i l l be seen. The reverse sides of the frag -
ments are smooth and p l a i n , with no signs of wear, or of the object 
to which they were o r i g i n a l l y attached. The fragments are curved, 
and there can be no doubt that they o r i g i n a l l y covered a c y l i n d r i c a l 
shaft. 
C l a s s i f i c a t i o n : Scandinavian Urnes s t y l e . 
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Find context : Probably found with a coin hoard deposited i n 
London i n 1066 (see appendix E.). 
Bibliography : Shetelig 1935, 22-25, f i g . 
Kendrick 1938, 238-239 
Shetelig 1948, 108, fig.33 
Kendrick 1949, 118-119, f i g . 
Moe 1955, 17-18. 
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BRONZE CAST PLAQUE HAMMERSMITH 
Present location : B r i t i s h Museum 
Registration number : 1904, 6-23, 4. 
Size : 10.6 cms. long. 
Description : This bronze cast plaque i s rectangular i n shape with a 
fleur-de-lys terminal. The ornamentation i s much worn, but consists 
of a ribbon creature arranged i n a figure-of-eight loop design. The 
animal head appears i n the centre of the plaque, on the r i g h t hand 
side, but the detai l s are no longer clear. Many ornament lines of 
thinner width interlace w i t h the creature, and terminate i n round 
lobes. Occasionally they form clusters of t e n d r i l s , and they cannot 
be anatomically related to the animal. I n the top corners of the 
ornamented area there'are double looping interlace motifs; and at 
the bottom of the area are assorted leaf ornaments. The background 
i s p l a i n . Below the ornamented area i s a pl a i n space. The animal 
ornament i s cast i n low r e l i e f ; and contained w i t h i n a raised border, 
except at the top where the side elements of the fleur-de-lys termi-
nal form the curled edges of the piece. 
The plaque i s much damaged. The entire surface i s covered with 
blow holes l e f t from the casting. The reverse i s f l a t and p l a i n . 
The object i s heavy to hold. 
Classification : Ringerike/Urnes s t y l e . 
Find context : single f i n d from Hammersmith, London, i n the River 
Thames. Purchased from G.F. Lawrence,esq. 
Bibliography : Shetelig 1909, 95, fig.20 
BMASG 113, fig.141 
Lindquist 1931, 165, fig.18 
Shetelig 1948, 104-105, fig.28) 
Kendrick 1949, 117, p i . l x i x , 2 . 
Moe 1955, 26, fig.24a and b. 
Wilson 1964, 2, 48-50, 65, cat.no.42, p l . x x i i i 
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. CARVED STONE SLAB JEVINGTON 
Present location : B u i l t into the north wall of the nave of St. 
Andrew's church, Jevington, Sussex. 
Description : This stone slab i s ornamented with a s o l i d human f i g u r e , 
who plunges the s t a f f of his cross in t o the opened mouth of a quadru-
ped by his r i g h t leg. To his l e f t i s a ribbon beast, which may be 
combatting with a second creature, but the ornament i s not clear 
enough to be certain. The animal's head i s seen i n p r o f i l e , with a 
large, almond-shaped eye* rounded ears and an open mouth. I t s broad 
neck i s elongated, and tapers i n t o a body and legs of thinner l i n e 
width which are arranged i n open loops and terminate i n round lobes. 
The ornament lines are f a i n t l y double-contoured. The background i s 
pl a i n . the hindquarters of the quadruped on the other side of the 
figure are also arranged i n open loop schemes, and composed of ten-
d r i l s of t h i n l i n e width that terminate i n round lobes. 
The r e l i e f of the ribbon animal i s not so deep as the r e l i e f 
elsewhere on the carving. The pl a i n background i s p i t t e d and rough, 
more so i n some places than others, suggesting that t h i s part of the 
sculpture may be unfinished. 
Classification : Urnes s t y l e , English work. 
Find context : Discovered i n 1785 by Sir William Burrell i n a stone 
chest, when the second stage of the b e l f r y was refloored. 
Bibliography : Kendrick 1949, 120-121, pl.Lxxxv 
Moe 1955, 18 
Wilson 1966, 154, pl.Lxxix a. 
Smart 1973, 20. 
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21. CARVED CAPITAL NORWICH 
Present location : Museum i n Norwich Cathedral. 
Size : approximately, any one side i s 25 cms. across, and 18.5 cms. 
high. 
Description : This carved c a p i t a l , made of Caen stone, i s decorated 
on three sides, and the fourth side i s attached to the remains of 
another c a p i t a l , which i s p l a i n . the second side has been shaved 
almost p l a i n , but enough remains to show that the ornamentation was 
o r i g i n a l l y continuous round three sides. The animals'forequarters 
seem to be those of standing quadrupeds, but then the bodies evolve 
int o ribbons which taper i n t o narrower l i n e widths, arranged i n 
interpenetrating, regular, open loop schemes. On each side, two 
creatures are asymettrically juxtaposed. Their heads are seen i n 
p r o f i l e , with folded backwards and downwards nose extensions and 
pendant lower l i p s , terminating i n round lobes. They have long, 
thick necks, and series of engraved lines mark the hip j o i n t s where 
the bodies widen. Sturdy f r o n t legs emerge, which often bend 
sharply at the knee j o i n t s , and taper i n t o intertwining t e n d r i l s . 
Where feet are shown, they are large, with two long toes and a sep-
arated heel. The main sections of animal body contain beaded orna-
ment. They, and the narrower t e n d r i l s , are double-contoured. The 
narrower l i n e widths frequently have engrailments along t h e i r lengths, 
and also, considerable numbers of offshooting elements, which terminate 
i n substantial round lobes. The background i s p l a i n . 
Although the c a p i t a l i s s l i g h t l y damaged on a l l sides, and 
badly damaged on one, i t i s evident that the workmanship i s of a high 
q u a l i t y . The ornament i s carved i n deep r e l i e f of up to 1.5 cms. 
Classification : Umes s t y l e , English work. 
Find context : Found i n the buttresses on the.south side of the 
c l o i s t e r of Norwich Cathedral, during repairs made at the turn of 
the l a s t century. 
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Biblography : Zarnecki 1951,a., 38. 
Wilson 1966, 154-155. 
Green 1967, 240-242. 
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TWO CARVED CAPITALS KIRKBURN 
Present location : Part of an external window i n the south wall of 
the church at Kirkburn, i n the East Riding of Yorkshire. 
Size : approximately, any one side i s 20 cms. across and 21 cms.high. 
Description : Each ca p i t a l has two v i s i b l e , decorated sides, round 
which the ornament i s continuous. At the centre top of each piece 
i s a mask-like human head. A .thin t e n d r i l springs- from the head 
on the l e f t c a p i t a l , but the head on the r i g h t c a p i t a l i s not connec-
ted with the rest of the pattern. The surfaces of the capitals are 
covered with t e n d r i l s of broad and t h i n l i n e widths, which are arran-
ged i n interpenetrating, i r r e g u l a r loop schemes. The ornament lines 
gradually taper and swell, and when they become wider than 1.2 cms., 
they are f i l l e d with striped ornament. The outward facing side of 
the right-hand capital has no ornament lines of t h i s width. The 
pattern here i s more delicate, and composed of thinner, looping l i n e 
widths. Tendrils emerge from other t e n d r i l s at any point, thus 
minimising the need f o r terminations. Ornament lines terminate i n 
points, or i n vegetal motifs. Nowhere on the capitals i s zoomorphie 
decoration discernible, and no animal heads are v i s i b l e . The back-
ground i s p l a i n . 
Both capitals are badly eroded, and i n some places, damaged. 
However, the right-hand c a p i t a l i s i n a s l i g h t l y better condition 
than the l e f t . The workmanship i s of a generally poor q u a l i t y . 
C l a s s i f i c a t i o n : Urnes st y l e influences. 
Find context : The two capitals are b u i l t i n t o the fa b r i c of the 
present Kirkburn church, which may have been founded about 1153. 
Bibliography : Kendrick 1938b, 239, p i . L v i i , 1. 
Keridrick 1949, 120, pl.Lxxxiv. 
Zarnecki 1951,a, 27r28. 
Moe 1955, 18. 
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TYMPANUM AND LINTEL HOVERINGHAM 
Present location : Above the north doorway, inside the porch of St. 
Michael and A l l Saints' church, Hoveringham. 
Description : This tympanum i s a low r e l i e f carving, representing 
St.Michael, with the backward looking lamb of God behind him, 
f i g h t i n g the dragon. the dragon i s a s o l i d creature, with a 
Romanesque head, a feathered wing, and a double-contoured, scaled 
body. The hindquarters of the creature are formed of gradually 
tapering ornament l i n e s , which form a wide and open loop, continue 
to narrow, and terminate i n an extravagant vegetal ornament w i t h 
offshooting round and pear-shaped lobes. From t h i s section of the 
animal ornament emerge t e n d r i l s of narrow l i n e width, which are 
arranged i n asymmetrical, interpenetrating loop schemes, caught up 
with the creatures' body. One thinner t e n d r i l also emerges from 
the animal's wing. These l i n e widths terminate i n vegetal orna-
ments too. A type of ribbon beast occurs i n miniature immediately 
above the dragon's head. I t s head i s viewed i n p r o f i l e , with a 
folded backwards and downwards nose extension, a pendant lower l i p 
terminating i n a round lobe, an almond-shaped eye, and a small, 
pointed ear. The body i s scaled and angular by the forequarters, 
but evolves in t o an elongated section of tapering l i n e width, which 
eventually loops i n an asymmetrical, figure-of-eight shape, and 
interlaces with i t s e l f and with the larger creature. I t s ornament 
lines terminate i n round lobes. The background i s p l a i n . 
Below the tympanum on the door l i n t e l , i s a low r e l i e f carving 
of interlaced ribbon animals seen i n p r o f i l e , one of which i s con-
fronted by a cherub-like winged creature. The two ribbon beasts 
are very similar. Their heads are the same as the head of the 
smaller creature on the tympanum, and t h e i r bodies are elongated, 
gradually swelling and tapering. There are no hips represented, 
but f r o n t legs emerge (one animal has two front legs shown) which 
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terminate i n feet with rounded heels and long toes. Their taper-
ing hindquarters form wide and open loops and terminate i n small, 
vegetal ornaments. One of the creatures i s backward looking, and 
bites i t s own body. Narrow l i n e widths emerge from the animal 
bodies, ( i n one case, possibly from a subtriangular back hip j o i n t ) , 
and are arranged i n interpenetrating loop schemes, caught up with 
t h e i r own bodies and with that of the other animal. The narrow 
te n d r i l s also terminate i n round and pear-shaped lobes. The animal 
bodies aire double-contoured, but not scaled. The background i s 
p l a i n . The tympanum and l i n t e l are damaged, but the workmanship 
i s of good qua l i t y . 
C l a s s i f i c a t i o n : Urnes/Romanesque 
Find context : unknown. Re-used i n i t s present position. 
Biblography :. Clapham 1930, 135-136, pi.59b. 
Kendrick 1949, 122. 
Moe 1955, 18-20* fig.17,18a and b. 
Galbraith 1968, 175-176. 
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24. TYMPANUM SOUTHWELL 
Present location : B u i l t i n t o the west wa l l of the north transept of 
Southwell Minster, immediately above a doorway. 
Description : This incomplete tympanum i s a low r e l i e f carving, 
representing St.Michael and the dragon, w i t h , on the l e f t , David 
rescuing the lamb from the l i o n . The dragon i s a s o l i d creature 
with a Romanesque head, a ribbed wing and a scaled body. After 
the f r o n t hip, which i s represented by a simple s p i r a l , the elon-
gated body of the creature gradually tapers. The hindquarters 
form a wide and open loop, continue to narrow, and terminate i n a 
leaf ornament. From t h i s section of the animal ornament emerge 
te n d r i l s of narrow l i n e width, which are arranged i n asymmetrical, 
interpenetrating loop schemes, caught up with the creature's body. 
Offshooting elements emerge from the narrow l i n e widths, and t e r -
minate i n round and pear-shaped lobes.. The background i s p l a i n . 
Romanesque vegetal ornament also covers the underside of the door 
l i n t e l . The tympanum, although now only fragmentary, i s a work of 
good q u a l i t y . 
C l a s s i f i c a t i o n : Urnes/Romanesque. 
Find context : Found i n i t s present p o s i t i o n , b u i l t into the Minster 
which was started i n 1108. 
Biblography : Kendrick 1949, 121-122, pl.Lxxxvi. 
Moe 1955, 18-20, fig.19. 
Wilson 1966, 154 
Summers 1972 , 5-6 
Galbraith 1968, 175-176 
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25. WALRUS IVORY COMB UNKNOWN PROVENANCE 
Present location : B r i t i s h Museum. 
Registration number : 1957, 10-2,1. 
Size : 5.4 by 4.1 cms. 
Description : This small, double-sided comb of walrus ivory i s 
rectangular i n shape and made out of a single slab of ivory. I t 
o r i g i n a l l y had nineteen fine teeth on one side, and eleven coarser 
teeth on the other side of which f i f t e e n f i n e , and eight coarse 
teeth remain. Seen from the side, the comb i s l e n t i c u l a r i n shape. 
The central panel of the comb, which i s 2.1 x 4.1 cms. i n size, i s 
ornamented on both sides with zoomorphic decoration of d i f f e r i n g 
character. 
On one face, the panel i s outlined by a rectangular frame w i t h 
looped corners, and divided down the middle by a bar, surmounted by 
a notched, c i r c u l a r head. I n the two frames thus formed are two 
confronted, almost i d e n t i c a l , c a t - l i k e creatures. The animals are 
juxtaposed, with t h e i r heads f u l l face i n the upper central part of 
the panel, and with one cheek resting against the central bar. Their 
heads are especially c a t - l i k e , i n both shape and d e t a i l s , such as 
the small rounded eyes and protruding ears. Their rounded bodies 
are seen i n p r o f i l e . Only one foreleg i s v i s i b l e on each animal, 
emerging from the body i n a r e a l i s t i c fashion, with the lower leg of 
the l e f t animal impinging on the rectangular frame. The animals' 
t a i l s appear to pass between t h e i r legs, and end i n a neat terminal 
stop i n the lower central portion of the panel. The animals are 
set i n r e l i e f on a pl a i n background, w i t h the e f f e c t that the bodies 
are highlighted i n certain areas, where the l i g h t catches the shiny 
surface of the polished ivory. The animal on the r i g h t side i s 
considerably more worn and the details are unclear, whereas the 
animal to the l e f t i s much less worn and completely v i s i b l e . 
On the other face of the comb i s an interlaced snake w i t h i n a 
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rectangular panel. The border consists of a p l a i n l i n e on the 
long horizontal sides, and a beaded one on the shorter sides. The 
snake has a long, s l i g h t l y upturned, snub-ended snout, and a 
scrolled lower jaw. the eye i s long and l e n t o i d , and the ear i s 
pressed back and pointed. The body of the creature i s a f i g u r e -
of-eight shape, looping back over i t s e l f once, with the t a i l pass-
ing under the snout and ending i n a terminal stop i n the upper l e f t 
corner of the panel. I n the centre of the f i e l d , a single r i n g 
encircles the crossing of the body. On the r i g h t hand side of the 
panel, two small ear-like features emerge from the loop of the body 
and penetrate i n t o the corners of the f i e l d . The snake, too, i s 
set i n r e l i e f on a p l a i n background, with certain parts of the body 
highlighted due to the polished surface of the ivory. The decora-
ted area on th i s face i s s l i g h t l y concave. The ornament i s some-
what worn, but i s wholly discernible. 
Cla s s i f i c a t i o n : Umes style (ribbon beast side o n l y ) , of English 
manufacture. 
Find context : Unknown. Purchased i n 1957 from Mr. Backer of London. 
Bibliography : Goldschmidt 1923, i i i , 40, p l . l , 14.9 
Wilson 1960, 223, pi s . 76-77 
Wilson 1960-61, 17-19, pis.7b and c. 
Wilson 1964, 45. 
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26. STYLUS ADDITION TO MS. ROYAL I.E.VI CANTERBURY 
Present location : B r i t i s h Museum. 
On f o l i o 30v i n B r i t i s h Library Manuscript Royal I.E.VI. 
Size : 2.2 x 5.5 cms. (maximum dimensions of the ribbon beast). 
Description : This stylus addition depicts a ribbon animal, above 
which i s w r i t t e n , i n the same Emglish Caroline miniscule hand, 
P ego. The head of the creature i s viewed i n p r o f i l e . I t i s 
elongated, with a rounded ear, a folded backwards and downwards 
nose extension, and a pendant lower l i p which terminates i n a round 
lobe. There i s no eye. A short stroke crosses the forehead of 
the creature, and seems unintentional. The neck i s long and slim, 
and curves round to form a,wide and open loop. The body widens to 
accommodate a simple s p i r a l hip, from which emerges a f r o n t leg, 
which tapers i n t o a foot with a heel and two long toes. The leg i s 
positioned so that the foot almost meets the head, thus, completing 
the loop formed by the head and neck. The body i s elongated, and 
tapers very gradually. The curve of the rump i s begun, but the 
drawing at t h i s stage i s l e f t uncompleted. The lines of the rump 
begin to transverse the rectangular frame, associated with the 
e a r l i e r addition. Immediately below the s p i r a l hip, but externally 
of the ornament lines of the animal's body, i s a small, incomplete 
c i r c u l a r feature, which would have been a terminal lobe. Where the 
curves are p a r t i c u l a r l y pronounced, over the top of the neck and by 
the rump, they are depicted by series' of several short, overlapping 
l i n e s , i n the manner of a sketch. 
The drawing appears as s i l v e r lines on a background of purple, 
for the whole leaf i s purple-dyed. The main ornament of the page 
is a miniature depiction of the Evangelist Mark, enthroned i n an 
arched, curtained tabernacle, and contained w i t h i n a rectangular frame. 
This painted scene i s , i n i t s e l f , aa addition to the•late eighth or 
early n i n t h century Gospel Book. The stylus grooves of the ribbon 
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beast cut i n t o the pigment of the rectangular frame where i t i s 
transversed by the creatures' rump, showing that the animal post-
dates the miniature. There are several other additions on the 
same page, both pre- and post-dating the miniature. 
The i n s c r i p t i o n i s w r i t t e n i n a d i s t i n c t i v e and s k i l f u l 
s c r i p t , with the f i r s t l e t t e r drawn as a decorated c a p i t a l . 
C l a s s i f i c a t i o n : Scandinavian Urnes s t y l e , but drawn by an English 
hand, 
Find context : This p a r t i c u l a r addition was only noted i n 1979 by 
M i l l y Budny. 
Bibliography : Although the page has been published e.g. 
Temple 1976, no.55, 74, pi.172 
t h i s stylus addition i s not previously recorded. 
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APPENDIX A: 
Summary of the conclusions of B e r t i l Almgren i n his thesis: 
Bronsnycklar och Djuromamentik (1955) 
In 1955, B. Almgren published his thesis on bronze keys and t h e i r 
animal ornament. A l l of the keys he examined dated from the Vendel and 
early Viking period, and. were decorated with Vendel styles D and I I I / E , 
and with the " n a t u r a l i s t i c " and "gripping beast" s t y l e s . 1 Almgren had 
d i f f i c u l t y i n a r r i v i n g at., a-secure r e l a t i v e chronology for the keys, based 
on both t h e i r s t y l i s t i c typology, and t h e i r f i n d association dating. 2 
Obviously, i t was possible that d i f f e r e n t styles had been used simultan-
eously, as was amply demonstrated by the finds from Broa and Oseberg.3 I n 
the case of the Broa mounts for example, one mount i s decorated mainly i n 
style I I I / E ; on. another, the " n a t u r a l i s t i c " style predominates; and style 
I I I / E occurs together with gripping, beasts on the same mounts.4 At t h e i r 
most t y p i c a l , he recognised that these styles are, of course, quite d i f f e r -
ent phenomena. However, atypical versions of them also e x i s t , which can 
be regarded either.as representing the t r a n s i t i o n a l phase of a chronological 
typological development, or as constituting.a contemporary, hybrid form. 5 
Almgren found i t d i f f i c u l t to believe that i n a r t of such a high standard as 
that from Broa and Oseberg, d i f f e r e n t styles could be repeatedly mingled 
together, and-he began to question whether he was i n f a c t dealing with t r u l y 
d i f f e r e n t styles. He asks: "May they rather be not styles, but d i f f e r e n t 
motifs, executed i n the one characteristic and dominant style of the period?" 6 
I f t h i s were to be the case, then the current d e f i n i t i o n s of the styles 
involved could not be retained. He f e l t that there had to be some q u a l i t i e s 
that united, them a l l , that were obviously not the current c r i t e r i a of heads, 
feet and legs, since these.are variable. 
From t h i s premise, he began an analysis of the curve shapes involved, 
and found that the curvature of style I I I / E elements, and of the " n a t u r a l i s t i c " 
beasts and the gripping beasts of Broa, was similar and comparable, and that 
a l l of these three elements could be assembled under one s t y l i s t i c r u b r i c , and 
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ascribed to one style concept. By means of curve analysis, he was 
able to distinguish between style D and the elements on the Broa mounts; 
and to show that.the gripping beast motif occurred i n at least two 
d i f f e r e n t styles, at Broa, and as a-purely Viking age motif, i n addition 
to i t s appearance i n the Borre s t y l e . 8 
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APPENDIX B 
STAVE CHURCH AND OTHER WOODCARVING OF THE URNES 
AND URNES/ROMANESQUE. STYLISTIC PHASES.. 
In addition to the Urnes stave church carvings, there are a number 
of other fragmentary examples of Urnes style stave church carvings i n 
Norway, notably those from Bj^lstad, Torptf and Hopperstad I . I n each 
case, these examples are surpassed i n excellence and magnificence by 
the Urnes carvings themselves. 
Two door planks survive from the old chapel at Bj^lstad i n Heidalen 
( p i . 61). They are ornamented with Urnes style standing quadrupeds, 
which are intertwined with ribbon beasts and f i l i f o r m t e n d r i l s . The 
style i s f l a t , and the designs are dominated by the strong, diagonal 
lines formed by the bodies of the quadrupeds. Although of Urnes type, 
the loop schemes are less uniform than at Urnes. The heads are si m p l i -
f i e d versions of the Urnes type, although the feet are completely t y p i c a l 
of the st y l e . Moe suggests, that the Bj^lstad planks are l a t e r than the 
Urnes carvings, representing a degenerate phase of the s t y l e 1 . There i s 
no concrete evidence.to support t h i s supposition. 
Moe believes that the fragment from Torp0 stave church, Hallingdal 
(pi.59b) i s also l a t e r i n date than Urnes 2. I t i s of f i n e r technical 
q u a l i t y than the Bj^lstad planks, although again, the style i s much f l a t t e r 
than at Urnes. The Torp0 fragment demonstrates some early Romanesque 
influences, for the creature now has a wing 3, and bears some resemblance 
to animal figures on early Romanesque doors, such as that at Imshaug1*. 
The Hopperstad fragment 5, l i k e the example from Torpp, was found.under 
the floorboards of the church. Discoveries such as these have led to 
the assumption that the Urnes style was pri m a r i l y associated with the 
ecc l e s i a s t i c a l world. Excavations i n Norway of medieval townships have 
yielded a quantity of Urnes style objects of a secular nature, which must 
cause t h i s view to be modified. 
The fragment of wood from the church at Horning, Randej-s, Denmark 
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(pl«59a) i s decorated with a simple, but unequivocal, Urnes style 
design. A single snake with an elegant head i s carved i n f l a t r e l i e f 
on t h i s portion of the grooved beam, which held the tops of the upright 
members of the o r i g i n a l stave church. The wood s t i l l shows traces of 
paint, which reveal that the snake was painted i n red on a black back-
ground. 
The early Romanesque carvings of Urnes I I , Hopperstad I I 6 and the 
Ulvik p o r t a l 7 , display l i n g e r i n g Urnes style elements. For example, 
although i n the l a t t e r two instances, the creatures have evolved i n t o 
Romanesque diagons, the ornament lines form asymmetrical loop schemes, 
reminiscent of those at Urnes, with figures-of-eight and interpenetra-
t i n g loops, juxtaposed broad and t h i n l i n e s , and a c i r c u l a r emphasis to 
the composition. In Urnes I I , the capitals on the south side of the 
west doorway and from the arcade i n the nave (pi.60 ) are decorated with 
p a r t i a l l y evolved, Romanesque creatures, whose bodies form open and 
cir c u l a r loop patterns, which are juxtaposed with the p l a i n backgrounds, 
and are also reminiscent of Urnes I designs. 
From Sweden comes a fragment from the top of a stave church p o r t a l 
from Bragarp, Skane (pi.58a) (which was, anyway, o r i g i n a l l y Danish t e r r i -
t o r y ) , decorated with classic Urnes style ribbon beasts. On a reused 
plank from Hagebyhoga, Ostergbtland (pl57a), there i s a creature of the 
Urnes type, although the thin., i n t e r l a c i n g t e n d r i l s form atypical 
patterns; and a fragment of a reused plank from Ramkville, Smaland (plJ57b) 
i s ornamented with a design that i s probably of Urnes type, although not 
enough survives to be conclusive. 
The two planks from Guldrupe, Gotland (pi.56b) which o r i g i n a l l y 
came from a stave church p o r t a l , are reminiscent of Hopperstad I I and the 
Ulvik p o r t a l , i n that, again, the bodies of Romanesque creatures loop i n 
a fashion which derives from the Urnes style loop schemes, and are i n t e r -
twined with thinner, t e n d r i l s , a l l of which are juxtaposed with a p l a i n 
background. Urnes style influences are seen even more clearl y on the 
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fragments of a stave church p o r t a l from Hemse, Gotland (pi.57c). The 
planks from Skalunda, Vastergotland, and Vrigstad, Smaland (pi.58 b-c) 
also betray Urnes style influences i n th e i r choice of loop patterns, 
although i n both cases, the symmetry of the designs and the pre d i l e c t i o n 
for f l o r i a t e terminations indicates that foreign influences were equally as 
strong. The Kungsara bench from Vastmanland (pi.62 ) also demonstrates 
the survival of certain Urnes style features on an object which i s 
pri m a r i l y decorated with Romanesque ornament. Once again, broad and 
t h i n lines are arranged.in loop schemes reminiscent of the Urnes s t y l e , 
but the design has lost the s i m p l i c i t y of the Urnes s t y l e , and the orna-
ment l i n e s , although s t i l l f l u e n t , are often broken by crossing l i n e s . 
With the exception of the carvings from Urnes i t s e l f , stave church 
carvings decorated i n Urnes style are sparse i n number, fragmentary i n 
nature, and variable i n q u a l i t y . The style i s better represented i n 
t r a n s i t i o n a l Urnes/Romanesque stave church carvings, when the Urnes loop 
schemes, i n p a r t i c u l a r , are occasionally re-einployed i n the predominantly 
Romanesque period, i n Norway and Sweden at least. 
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APPENDIX C 
"Urnes ornament" on the sculpture from Gosforth, Cumbria. 
Kendrick refers to the " t h i c k , coarsened form" 1 of the Urnes ornament 
on the hogback at Gosforth, known as the "Saint's Tomb". He i s describing 
a panel at the base of the stone, decorated with a f r i e z e of intertwined 
ribbon beasts. He also refers to the Gosforth " f i s h i n g stone" which he 
believes has an "unmistakeable Urnes character". 2 The i d e n t i f i c a t i o n of 
these two sculptures as part of the Urnes t r a d i t i o n i s very dubious, and 
results p r i m a r i l y from a tendency to view them as isolated monuments, rather 
than i n the context of the Gosforth and Cumbrian groups, of which they are 
an in t e g r a l part. The int e r - r e l a t i o n s h i p of the Gosforth carvings makes i t 
highly u n l i k e l y that these two carvings are of eleventh century date. 
The fragmentary '-fishing stone", 3 which has a depth of 5^ inches, was 
probably either a slab, or part of an ar c h i t e c t u r a l f r i e z e . The uppper 
half of the stone i s decorated with a quadruped and ribbon beast scene,which 
has been attributed. Urnes s t y l e characteristics. Bailey r i g h t l y states 
that the implications of the Urnes style i d e n t i f i c a t i o n are " s t a r t l i n g " ,'* 
for both dating, and i n the Cumbrian context, i n that there i s no other 
traceable e f f e c t of the Urnes style i n the surrounding v i l l a g e s . The fact 
i s that the sculpture has more s i m i l a r i t i e s with the other Gosforth carvings 
than with the Urnes s t y l e . For instance, the Stafford knots formed by the 
in t e r l a c i n g of the serpentine body are not found i n Urnes ornament, but do 
occur on the south face of the Gosforth cross; 5 and the t h i n knotwork and 
the fleshy p l a i t of the " f i s h i n g stone" are also present on the east face of 
the cross. I n addition, the f l a t treatment of the human figures i n the 
fi s h i n g boat, with t h e i r d r i l l e d eyes, i s also similar to the treatment of 
the figures on the cross. Bailey maintains that the de t a i l s of the execu-
t i o n and the s i m i l a r i t i e s of the overall i n t e n t i o n indicate that the " f i s h i n g 
stone" i s a product of the same h i s t o r i c a l and reli g i o u s s e t t i n g as the 
Gosforth cross, and may even be the work of the same sculptor. 6 
The "Saint's Tomb" (pi.73a ) i s also closely linked to the other Gos-
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f o r t h carvings, and the serpent motif i s also found on the Penrith and 
Bolton le Sands8 hogbacks. The human figures enmeshed i n the interlace of 
ribbon bodies also resemble the human figures on the cross and the " f i s h i n g 
stone" i n t h e i r treatment. As Bailey records: "there i s nothing p a r t i c u -
l a r l y Urnes about the motif of a serpent struggle as such - indeed we have 
already seen that i t seems to be a motif with widespread popularity through 
having a p a r t i c u l a r appeal to Viking age sculptors i n the north-west, per-
haps even to sculptors of hogbacks i n p a r t i c u l a r " . 9 The panel which Ken-
drick describes as "Urnes ornament" 1 0 does involve the juxtaposition of 
broad and t h i n ornament lines on a p l a i n background, although the difference 
i n body widths i s not so great as Collingwood's drawing 1 1 led Kendrick to 
suppose. There i s no Urnes style p a r a l l e l f o r the animal heads, whose jaws 
are extended i n t o long t e n d r i l s , which become more ribbon beast bodies. 
The panel on the south side of the same hogback has similar ornamentation, 
but highlights more clearl y the dubiousness of an eleventh century date f o r 
the monument. Half of the panel i s occupied by broad and t h i n ribbon 
beasts, which closely . p a r a l l e l the northern panel. However, i n t h i s case, 
the ribbon bodies evolve i n the other half i n t o a fleshy p l a i t of precisely 
the same character as the p l a i t interlaces on the cross. 
After an extensive survey of the Cumbrian sculptural material, Bailey 
concludes that a l l the Gosforth carvings represent the work of a d i s t i n c t 
group of sculptors, and perhaps only of one man, of great o r i g i n a l i t y and 
competence, who, by analogy with other l o c a l carvings, and by t h e i r p i c t o r i a l 
content, were working i n the tenth century. 1 2 On s t y l i s t i c and technical 
grounds therefore, the "Saint's Tomb" hogback and the " f i s h i n g stone" do not 
represent a phase of the Urnes t r a d i t i o n . The two stones were found under-
l y i n g a t w e l f t h century wall of the church at Gosforth i n a very worn condi-
t i o n , which also makes an eleventh century date improbable. 1 3 
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APPENDIX D. 
Possible Urnes derived elements i n Anglo-Norman sculpture. 
Several authors, notably Kendrick, 1 have discussed so-called Urnes 
elements to be found on Anglo-Norman sculpture. I n most cases, as with 
the Gosforth stones (appendix C), the a t t r i b u t i o n i s dubious, and of l i t t l e 
value. As was noted i n chapter seven, the Aijglo-Norman period of sculp-
ture tends to involve a r e i n t e r p r e t a t i o n of t r a d i t i o n a l a r t i s t i c elements, 
and t h e i r occasional incorporation in t o predominantly Romanesque a r t . 
Kendrick refers to the Durham chapter house crosshead no.22 (pi.71 ) 
which includes i n i t s ornament, a quadruped and ribbon beast scene. He 
maintains that the beasts hind leg and the serpents t a i l "are i n the form 
of a graceful Urnes d e t a i l " . 2 The cross head can possibly be dated to 
between 995 and 1083,3 but the carving on t h i s cross arm i s reminiscent of 
the Jevington panel to the r i g h t of the Christ f i g u r e , which could also not 
be called Ucnes style for the reasons stated above (p.. 150 )• The Jeving-
ton carving, on which the panel to the l e f t of the Christ figure i s probably 
the e a r l i e s t Urnes carving i n England, and the Durham crosshead are probably 
similar i n date, sometime i n the second half of the eleventh century. 
Wilson writes that the ribbon beasts on the jambs of Kilpeck p o r t a l 
( p i . 72 ) "exhibit the l a s t f l i c k e r i n g traces of the true Urnes style", 1* an 
idea which has been recently r e i t e r a t e d by Loyn. 5 I t i s worth r e c a l l i n g 
Bailey's words: "there i s nothing very Urnes about the motif of a serpent 
struggle as such". 6 The creatures at Kilpeck only r e t a i n very general 
elements of the Urnes s t y l e . The juxtaposition of broad and t h i n ornament 
lines on the Kilpeck jambs i s not achieved with the characteristic lightness 
of the s t y l e , largely because of the t h i c k , coarsened forms of the undulating 
snake bodies. This type of ribbon beast i s found on several Normal tympana, 
such as those from Brinsop and Ruardean. Zarnecki 7 maintains that the K i l -
peck carvings form part of the Herefordshire school of sculpture, and draws 
a p a r a l l e l between the t h i c k , fleshy snakes on the Kilpeck jambs and the 
carvings on the label of the l e f t doorway and the f i f t h shaft at Shobdon,8 
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which he i d e n t i f i e s as the work of the chief master of the school. The 
motif of a snake l i k e ribbon beast interlaced with single strand bands of 
foliage i s very persistent i n Herefordshire. He concludes that the K i l -
peck carvings are the work of the same group of sculptors who carved the 
Shobdon pieces. On the whole, i t i s more rewarding to discuss the Kilpeck 
work i n a regional context, as i t was with the Gosforth stones discussed i n 
appendix C. 
Nevertheless, there are certain Scandinavian a f f i n i t i e s at Kilpeck, 
such as the f i v e corbels at the top of the angle buttresses of the nave, 
which take the form of monster's heads, with open jaws and S-shaped tongues, 
and are carved i n openwork. These are s t r i k i n g l y similar to the dragon 
heads on Norwegian church gables, such as those on the mid t w e l f t h century 
church at Borgund.9 The general appearance of the Kilpeck doorway i s 
similar to certain stave church doorways. Thus, although the a t t r i b u t i o n 
of the Kilpeck doorway ornament to the Urnes style i s dubious, i t seems 
l i k e l y that the decoration represents a continuing taste for some Scandina-
vian forms of ornament i n the Romanesque period. Bearing i n mind the 
geographical position of Herefordshire i n r e l a t i o n to Ireland, and the very 
late f l o u r i s h i n g of the Urnes style i n Ireland, i t seems that Ireland may 
be the source of the Kilpeck sculptors' f a m i l i a r i t y w ith the Urnes style 
idiom. 
With less j u s t i f i c a t i o n , Kendrick cites several other examples of 
English sculpture which he believed contained Urnes elements i n t h e i r 
designs. He points to the "rare survivals of Urnes design i n the form of 
dragons with boldly knotted t a i l s " 1 0 at Ipstones, Staffordshire on a tym-
panum; at Caster, Northamptonshire, on a c a p i t a l on the north side of the 
chancel arch; and at Bradbourne, Derbyshire, on the orders of the arch. 
He also r e f e r s , i n t h i s context, to a fragmentary cross shaft at West Marton, 
near Skipton, which has "to an appreciable degree an Urnes character" 1 1 (a 
view supported by W i l s o n 1 2 ) ; and to a cross at Hawsker, near Whitby, which 
has an "uninterrupted length of Urnes i n t e r l a c e " . 1 3 I n each case, the main 
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reasons for t h i s opinion seem to be the serpent motif, or the contrast 
between broad and t h i n ornament l i n e s ; but i n general character, these 
pieces are so far removed from any Urnes prototype, and fi x e d so f i r m l y 
i n Anglo-Norman contexts, that the a t t r i b u t i o n of them to the Urnes style 
i s of l i t t l e value. 
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APPENDIX E 
Summary of recent research in t o the post-Conquest burials i n Durham 
cathedral chapter house, with p a r t i c u l a r reference to the grave which 
contained the Durham crosier head (cat.no.16). 1 
The Durham crosier head was discovered i n 1874 during excavations on 
the s i t e of the p a r t i a l l y demolished chapter house of Durham cathedral, 
conducted by Dr. Fowler. 2 The object was found i n one of a row of three 
graves i n the eastern end of the chapter house (see p i . 74 ) . Below 
the l e v e l of these bishops' graves, Fowler found several other interments 
of men, women and children, which he concluded probably dated from before 
1083, when Bishop Carileph expelled a l l the secular married canons at the 
transference of the monastic f r a t e r n i t y from Jarrpw to Durham. 
As the slabs covering these three graves had been displaced, the task 
of i d e n t i f y i n g the bishops i n each grave was complicated. The three slabs 
were engraved: RANNVLFUS EPISCOPVS,; WILLS EPISCOPVS: SECVNDVS; and GAVFRIDVS 
EPI[SC0PVS]; and belonged to bishops Rannulph Flambard (1099-1128), William 
de St.Barbara (1143-1152) and Geoffrey Rufus (1133-1140).3 Fowler turned 
to a plan of 1727,11 which he refers to as his "only guide", ? believing the 
plan to have been drawn before any displacement occurred. Although there 
are many problems with t h i s plan, f o r instance, f i f t e e n names are applied to 
thir t e e n recorded graves, and Robert de Insula 1s name i s mentioned twice, 
the row of three graves was shown and the names of the occupants were Flam-
bard, St.Barbara and Rufus. However, Fowler had found the displaced slab 
of Geoffrey Rufus i n the north, that of St.Barbara i n the centre, and Flam-
bard i n the south. The plan-of 1727 showed that Flambard was buried i n the 
north and Rufus i n the south. The crosier head was.found i n the northern-
most grave of the row of three; hence, since Fowler's publication, the object 
has commonly been known as "Flambard's cros i e r " . 6 
Simeon of Durham, a contemporary source, recorded that three bishops 
were buried i n a row i n the chapter house: Carileph to the north, Turgbt i n 
the middle, and Walcher to the south, but the s i t i n g of t h i s row i s uncertain. 
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There i s one other pre-Refprmation reference to Turgot. When Robert de 
Insula was being buried i n 1284, the gravediggers discovered Turgot's grave, 
which they r e f i l l e d . They buried Robert de Insula elsewhere, apparently 
i n the apse of the chapter house,, j u s t before the bishop's chair, which 
stood on the centre l i n e of the building. I t has been suggested that by 
1284, i t was prestigious to be buried at the eastern end, on the centre l i n e . 9 
I f so, Turgot must have been buried j u s t below the step on the centre l i n e , 
w ith Carileph and Walcher to either side of him. 
Two sixteenth century l i s t s have been uncovered which are of i n t e r e s t . 
They are Bodleian Library MS Tanner 46 f o l i o 51^ of 1576, copied by John 
Stowe from Leland's o r i g i n a l , and Durham University Library Mickleton and 
Spearman MS.vol.71, f r o n t past-down (recognised by Brian G i l l 1979) of about 
1560. Unlike most others, the bishops on these l i s t s are not recorded 
chronologically. The l i s t s correspond very closely, and i t seems probable 
that t h e i r compilers wrote them from the names on the gravestones i n the 
chapter ho ,se, i.e. i n the order that the graves were set out i n the chapter 
house i n the mid-sixteenth century. The differences i n the l i s t s suggest 
that they are independent sources, and that the graves of at least some of 
the bishops were l a i d out i n rows:. The row of Carileph, Turgot and Walcher 
i s confirmed by another source, Hegge, who was working i n Durham i n the 
1620's. There i s evidence to show that Richard Kellawe was buried above 
the steps, that i s , i n the apse of the chapter house; 1 0 and the f i r s t name on 
the Mickleton and Spearman l i s t i s probably Richard Kellawe's. 1 1 Although, 
as yet, there i s no independent evidence to suggest that De Insula was also 
buried above the steps (his name being second on the Mickleton and Spearman 
l i s t ) , i t seems f a i r l y certain that the w r i t e r of that l i s t was working east 
to west i n the chapter house. 
There are many problems to be solved before the chapter house burials 
can be f u l l y understood. For example, a series of entries i n the Durham 
obituaries appear to refer to the translations of several of the bishops, 
including Carileph, Turgot, Walcher and others. This has been taken to mean 
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that when the chapter house building was completed, by Flambard or Geoffrey 
Rufus, the bodies of e a r l i e r bishops were exhumed and reburied i n the new 
structure. Yet Simeon of Durham says e x p l i c i t l y i n 1115 that Turgot was 
buried " i n capitulo", thus proving that there was a.chapter house i n 1115, 
and that Turgot was buried there, and not translated there, and Sjmeon also 
states that he was buried between Carileph and Walcher. This discrepancy 
i n the sources must be resolved before any conclusions can be reached. 
Nevertheless, at the present stage of the enquiry, which i s continuing, 
the evidence strongly suggests that the row of three graves, one of which 
contained the Durham crosier head, belonged not to bishops Flambard, St. 
Barbara and Rufus, but to Carileph, Turgot and Walcher. The crosier head 
was found i n the northernmost grave, which recent work suggests was the 
grave of Carileph, bishop from 1081-1096. Such a fi n d i n g can only be 
corroborated by the s t y l i s t i c evidence of the object i t s e l f . 
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APPENDIX F. 
The association of the s i l v e r fragments from London (cat.no.18) w i t h a 
post-Conquest coin hoard. 
Shetelig's publication of the s i l v e r fragments from London does not 
mention that they may have been found with a coin hoard. 1 . However, Ken-
drick twice mentions t h i s p r o b a b i l i t y , 2 as does a pencilled note i n the 
margin of the catalogue i n the Museum of London.3 The problem i s to 
ascertain with which hoard they were found. 
Thompson says of the large Walbrook hoard, found about 1872, that i t 
"was found during excavations, but great secrecy was observed about the 
exact s i t e and circumstances of the discovery". ** The workmen "co-operated" 
with Mr. Baily of Gracechurch Street, who had a sizeable c o l l e c t i o n of 
a n t i q u i t i e s , which he l e f t to the Guildhall Museum oh his death i n 1881. 
The numismatist W i l l e t had seen Baily's possessions i n 1876,5 and Sir John 
Evans l i s t e d the coins i n 1885.6 About 3,480 coins have now been l i s t e d 
i n d e t a i l , although there i s considerable confusion over how many coin 
hoards Baily possessed, and the contents of each. 
Thompson maintains that the Walbrook hoard contained about 7,000 coins 
of Anglo-Saxon, Norman and foreign manufacture, and that i t was deposited 
about 1070.7 However, Dolley suggests th a t , i n f a c t , Thompson's one hoard 
represents a conglomeration of two d i s t i n c t parcels, and draws attention to 
several inaccuracies i n Thompson's inventory. 8 Thompson apparently assumed 
that a l l the Baily coins i n the B r i t i s h Museum came from the same source, 
but without warrant. For instance, Elmore Jones notes that the Aethelred I I 
coins, which were "part of the Baily c o l l e c t i o n " came from a hoard found i n 
St.Martin Le Grand.9 
Dol.ley suggests that the two parcels were extremely disproportionate i n 
size, and that they may also have been found in.two quite d i f f e r e n t places. 1 0 
The e a r l i e r of the two hoards seems to have numbered some s i x thousand Anglo-
Saxon pennies, predominantly of Edward the Confessor. The comparative 
paucity of coins of Edward's last (Michaelmas 1065) issue, and the r a r i t y of 
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coins of Harold I I lead Dolley to speculate that t h i s huge treasure was 
part of the " b u l l i o n " reserve of one or more of the London Moneyers, and 
that William entered London while i t was awaiting conversion i n t o current 
c o i n . 1 1 This would give i t a deposition date of 1066. 
The second hoard numbered only a handful of coins, and may have been 
deposited about 1075. However, i t i s the large hoard that concerns us 
here, for Dolley finds further evidence for his theory from the fact that 
the hoard contains three foreign coin s. Foreign coins had been forbidden 
to c i r c u l a t e i n England since the time of Aethelstan at lea s t , i n d i c a t i n g , 
with the obsolete English issues included, that the hoard could not have 
been speculative. The three foreign coins are German, Danish and Byzantine. 
Thompson does not include the Byzantine coin i n his hoard inventory, nor i s 
i t a well-known element of the coin collections. However, i n the "catalo-
gue of the Museum of Roman and Romano-British, Medieval and other Antiqui-
t i e s , discovered i n the City of London 1863-1872; and collected by the late 
John Walker Baily of 71, Gracechurch S t r e e t . . . " . 1 2 w r i t t e n a f t e r 1881, i s 
the following: "...A heap of s i l v e r coins, part of a large f i n d , preserved 
as a specimen to show the state i n which they were discovered; and portion 
of the bowl containing them. The following 230 coins forming part of that 
f i n d . . . . 63 Ethelred 
134 Edward the Confessor, 1042 
14 Cnut 1016 
14 Harold I and I I 1035-1066 
5 William the Conquerer 1066 
[Also] 30 halves of the same kind of coins 
1 of Emperor John Zimisces 969 
[Also] About 50 boxes or parcels, containing roundly from 100 to 150 
coins, Roman and English, s i l v e r and copper". I t i s not surprising that 
there i s considerable confusion over Baily's coin col l e c t i o n s ; yet here i s 
an undoubted reference to part, at least, of the huge 1066 hoard, and with 
i t i s included the Byzantine coin of Emperor John Zimisces. 
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This early catalogue makes no mention of the s i l v e r fragments, but 
as i t i s a vague and incomplete l i s t , t h i s i s not a problem. There i s , 
however, evidence of a connection between the s i l v e r fragments and the 
f i n d containing the Byzantine coin. In the Museum of London i s preserved 
a fragment of a manuscript, 1 3 oh which i s w r i t t e n : "Coin of John Zimisces, 
Emperor of the East A.D.969-976. Found i n a coarse earthen urn with a pair 
of gold mounted Saxon spurs, fragments of a s i l v e r f e r r u l e of a walking 
s t a f f engraved w i t h runic ornament, and about 17 lbs. of Saxon coins, con-
s i s t i n g of Athelred (two types) Cnute (two types) Harold (1st and 2nd, one 
type each) and Edw. the Confessor (about 13 types); a l l these objects being 
about 1 century l a t e r than t h i s coin. A l l the foregoing, w i t h the pick of 
the coins, were i n the possession of J.W. Baily". I f the i d e n t i f i c a t i o n 
of the s i l v e r fragments with Baily V ' s i l v e r f e r r u l e of a walking s t a f f " i s 
correct, then the fragments can be f i r m l y associated with a coin hoard. 
That coin hoard must be the large hoard of about 1066, as evidenced by the 
description of the contents, and by the quantity of coins. I t i s roughly 
estimated that 17 lbs. of coins would be about 5000 pieces, not allowing 
f o r broken or otherwise damaged coins. 1 1* I n the l i g h t of the evidence of 
the Byzantine coin, the Walbrook hoard, and the manuscript note l i n k i n g them 
with the s i l v e r fragments, the l a t t e r can be dated, reasonably f i r m l y , to 
before 1066. 
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APPENDIX G. 
An Urnes style strap end from Freswick. 
The Freswiek strap end (pi.73b ) i s the only Urnes style object from 
Scotland known to me.1 I t was found during excavations of the large 
Viking settlement at Freswick, carried out by Curie i n 1937 and 1938.2 
Unfortunately, the object was a single, u n s t r a t i f i e d f i n d , discovered i n 
the sand near the Viking houses.3 
The ornamentation consists of a single animal. I t s head i s seen 
from above, and i t has a long, tapering snout, which seems to b i t e the r i n g 
beyond i t . The body i s serpentine, and forms-a loop from which the limbs 
emerge. The width of the ornament lines i s f a i r l y constant, thus minimi-
sing the contrast of broad and t h i n elements. Although the decorated area 
on which the animal ornament occurs i s similar i n shape to the English 
Urnes style bronze mounts (cat.no.1-6), the design has a more linear aspect, 
with the limbs proceeding s t r a i g h t across the object i n various dire c t i o n s , 
and not forming interpenetrating loop schemes. Nevertheless, the concept 
of the decoration rec a l l s the English Urnes s t y l e , and a subtriangular hip 
j o i n t on one of the limbs i s suggested. Generally, the ornament li n e s 
cannot be related to parts of the animal's anatomy with any c e r t a i n t y , but 
the model of the English Urnes style bronze mounts enables the ornament to 
be interpreted thus f a r . In t h i s , the object i s related to the Tynemouth 
mount (cat.no.6), which also depended on seeing i t as part of the group of 
English Urnes material for an understanding of i t s ornamentation. 
The Freswick strap end derives from the English Urnes s t y l e , but the 
dating and a r t - h i s t o r i c a l position of the object, isolated as i t i s i n a 
north Scottish context, do not allow f o r further deductions. 
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FOOTNOTES 
The history of the study of the Urnes style 
p . l 1. Shetelig 1909 
2. Muller 1880 
3. This system i s used, for example, by Wilson, 1966. 
4. The Ringerike d i s t r i c t i s a few miles north of Oslo. A number 
of carved stones were found there, a l l ornamented i n a similar 
a r t i s t i c s t y l e , which came to be known as Ringerike s t y l e . The 
stones came from Vang, Alstad, Dynna, Tanberg and Strand. 
5. J e l l i n g i n Jutland was a royal b u r i a l place. I t was here that 
royal b u r i a l mounds were raised, and complex stone alignments 
were b u i l t . Several carved stones were also raised, including 
the famous J e l l i n g stone, which bears the following i n s c r i p t i o n : 
"King Harald ordered t h i s stone to be raised i n memory of Gorm 
his father and Thyra his mother : (he was) that Harald who won 
a l l Denmark, and Norway, •; and made a l l the Danes Chris-
t i a n " . The reference i s to Harald Bluetooth, and the stone i s 
dated on the evidence of the i n s c r i p t i o n to between 965 and 985. 
6. i.e. Christiansson 1959 
Maimer 1963 
Holmquist 1963 
p.2 7. P a r t i c u l a r l y those of B r i t a i n , Ireland and.Germany due to the 
a c t i v i t y of Christian missionaries. See Moe 1955, 30. 
p.3 8. Christiansson 1959, 11-31. 
9. Wilson 1966, 95-160 
10. Christiansson 1959, 47-50 
11. Holmquist 1963, 9-29, 65-67 
12. Maimer 1963, 244 
p.4 13. Shetelig 1909, 83-106; 1948, 107-113; 1949, 140-141 
He believes that the Urnes style developed from e a r l i e r Scandinavian 
art s t y l e s , p a r t i c u l a r l y the Ringerike style. He sees the origins 
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of the style as Central Swedish, from where, he maintains, i t was 
transmitted to Norway. 
14. Aberg 1921, 68, sees a r e v i v a l of the Vendel styles i n the Urnes 
phase. 
15. Lindquist 1931, 167-178 agrees more closely w i t h Shetelig, believing 
that the origins of the style were Gotlandic-Central Swedish, and 
that the style developed from e a r l i e r Scandinavian s t y l e s , p a r t i c u -
l a r l y the J e l l i n g e s t y l e . However, he also admits certain I r i s h 
influences. 
16. Kendrick 1949, 110, also believes that the Urnes style developed 
from the Jellinge and Ringerike style phases, and probably ori g i n a -
ted i n East Sweden, the Urnes carvings representing a l a t e r Norwe-
gian version. 
17. Wilson and Klindt-Jensen, 1966. Wilson also believes that the 
Urnes style represents a development from the Ringerike s t y l e . He 
would also see the Ringerike styl e as a Scandinavian development 
which f i r s t appeared on the Central Swedish runestones. The appear-
ance, of the style i n B r i t a i n i s ascribed to the assimilation of 
Viking taste by the native population. 
18. Anker 1970, 214-215, believes that a purely Scandinavian t r a d i t i o n 
accounts fo r the development of the Ringerike and Urnes styles. 
19. Hauglid 1973, 53-57, also sees the Urnes style i n the l i g h t of a 
Scandinavian t r a d i t i o n , running through the Jellinge and Ringerike 
styles. He regards the origins of the styl e as being found on the 
Central Swedish runestones, but does not t o t a l l y disregard I r i s h 
influences. 
20. Brandsted 1924, 299,303 sees the Urnes standing quadruped as a 
development from the Northern English Anglian beast. 
21. Holmquist 1951, 34-37, believes that English manuscripts and the 
Anglo-Saxon a r t styles were i n f l u e n t i a l i n the development of the 
Urnes s t y l e , and that the I r i s h Urnes style also developed from an 
Anglo-Saxon source. 
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22. Mae 1955, 20-29, also believes i n an E n g l i s h o r i g i n f o r the Urnes 
s t y l e , p a r t i c u l a r l y the e a r l y eleventh century Northern E n g l i s h 
s c u l p t u r e . He c r e d i t s the Anglo-Saxon missionary a c t i v i t i e s as 
being responsible f o r the transmission of the s t y l e t o Scandinavia, 
f i r s t t o Norway, and then t o Sweden; but he also acknowledges I r i s h 
i n f l u e n c e s t o have been a c t i v e i n the l a t e r phase. 
23. M i i l l e r 1880, 265-324. 
24. Holmquist 1963, 147-50. Holmquist's theory does not seem tenable 
i n the l i g h t of the secure d a t i n g of much of the I r i s h metalwork t o 
the l a t e eleventh and e a r l y t w e l f t h c e n t u r i e s . 
25. The Lismore c r o s i e r i s the e a r l i e s t dateable.object w i t h pure Urnes 
s t y l e elements. I t s i n s c r i p t i o n i n d i c a t e s a date somewhere between 
1090 and 1113. 
26. Henry 1933, 76-77; 
Henry 1962, 65-67; Henry 1970, 192-95. 
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P a r t one : chapter one 
p.6 1. Wilson 1966 
2. Fuglesang 1974, 9-21 
3. Almgren 1955, 88-95 
p.7 4. Fuglesang 1974, 9-21; Fuglesang 1978, 205-213 
5. Fuglesang 1978, 205 
p.9 6. Fuglesang 1978, 205 
p. 11 7. Fuglesang 1974, 16-21 
p.12 8. Almgren, however, does not d i f f e r e n t i a t e between m o t i f s i n t h i s way. 
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Chapter two. 
p.13 1. C h r i s t i e 1958, 49-73 
2. Moe 1955, 1 
p.16 3. Fuglesang 1974, 9-21 
p.18 4. Fuglesang 1974, 17 
5. Fuglesang 1974, 17 
6. Christiansson 1958, 145,146 
p.20 7. Christiansson 1958, 145,146 
8. Fuglesang 1974, 17 
p.23 9. A. d e s c r i p t i o n used by James Lang i n a l e c t u r e i n 1978. 
p.28 10. I have heard the creature described t h u s , but can f i n d no reference. 
11. Wilson 1966, 120 
p i 3 1 12i Fuglesang 1974, 18 
13. Fuglesang 1974, 17 
14. Fuglesang 1974, 20 
p.32 15. Fuglesang 1974, 17,18 
p'.33 16. Fuglesang 1974, 16-21 
p.35 17. i . e . Wilson 1966, 147 
Blindheim 1965, 41 t a l k s of the Urnes doorway as being decorated 
w i t h a scene of " f e r o c i o u s l y s t r u g g l i n g animals". 
18. Kendrick 1949, 89 t a l k s of "a splendid l i o n , s t r u g g l i n g i n the 
c o i l s of a serpent". 
19. i . e . Fuglesang 1974, 63, 109 
Wilson 1966, 120,121 
20. i . e . Wilson 1966, 120,121 
Kendrick 1949, 89 
21. See above, footnote.18 
22. There are innumerable examples of t h i s . To take one, Kendrick 1949, 
88, f i g . 8 shows a d e t a i l o f a Danish horse c o l l a r on which two r i b b o n 
beasts are entwined; but he does not conclude t h a t they, t o o , are 
engaged i n combat. 
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p.36 23. i . e . i n Vendel s t y l e a r t , see S h e t e l i g 1949, 97, figs.36-38. 
24. i . e . The Book of L i n d i s f a r n e f o l . 2 6 v and f o l . 9 4 v 
The Book of K e l l s . f o l . 7 v and f o l . l 8 3 v 
25. The J e l l i n g stone, f o r i n s t a n c e , commemorates Harald's conversion 
o f the Danes t o C h r i s t i a n i t y , amongst other t h i n g s . I f the animal 
scene i s taken as a piece of f i g u r a t i v e symbolism, i t may be seen 
as r e p r e s e n t a t i v e of the f i g h t between good and e v i l , or of the 
success of C h r i s t i a n i t y over i t s adversaries. A l t e r n a t i v e l y , the 
c r u c i f i x i o n scene on the stone may be the p i c t o r i a l r e p r e s e n t a t i o n 
o f C h r i s t i a n i t y ; w h i l e the animal scene may be r e p r e s e n t a t i v e of 
r o y a l power t o which another p a r t of the i n s c r i p t i o n a l l u d e s , 
c l a i m i n g t h a t Harald was k i n g of Norway, .o-nti. Den.Maj-K- '- . Since 
the symbolic i n t e r p r e t a t i o n o f the ornamentation i s p u r e l y hypothe-
t i c a l , so too are the conclusions reached. 
26. Genesis 3, v. 1-15 
27. Moe 1955, 30 
p.37 28. Curman 1932, 144-146, f i g . l 
Fuglesang 1974, p l . i i i : A 
29. The terminology of the v e g e t a l m o t i f s i s taken from Fuglesang 1974, 
119-144. 
30. Wilson and Klindt-Jensen 1966, p l . L I X a-b 
31. E l d j a r n 1953, f i g s . 6-7 
p.38 32. S h e t e l i g 1910-11, 47-49 
Aberg 1941, 47-49 
33. Fuglesang 1974, 125-128 
34. The terminology used here i s taken from Thompson 1975, 30-31. 
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Chapter t h r e e . 
'.39 1. L i n d q u i s t 1931, 163-178 
Holmquist 1951, 26 
Christiansson 1959, 31 
Capelle 1968, 63 
2. This view coincides w i t h Wilson's i n Wilson and Klindt-Jensen 1966, 
149-150 and Fuglesang's 1974, 7. 
3. The i n s c r i p t i o n s quoted are l i t e r a l t r a n s l a t i o n s of the modern Swedish 
t r a n s l a t i o n s found i n Sverzaes Runinskrifter. 
4. The runestone numbers are taken from Sveriges Runinskrifter. Since t h i s i s a 
standardised and u n i v e r s a l l y acceptable sequence f o r the stones, there w i l l 
not be i n d i v i d u a l b i b l i o g r a p h i c a l references as such, except i n the case of 
r e c e n t l y discovered stones which are not included i n Sveriges Rvcninskrifter. 
.40 5. The word "styrunapr" also appears on four other stones: Sol61, U1011, 
U1016 and DR1 Haddeby; and there are other references t o seamen, on stones 
such as U654: "he could w e l l steer the s h i p " . 
o 
i.41 6. I t i s very d o u b t f u l t h a t Vigmund and A f r i d a c t u a l l y carved the stone; the 
0 
i n s c r i p t i o n probably r e f e r s t o the f a c t t h a t Vigmund and A f r i d were the 
patrons of the monument. 
7. T h i n g e l i d - an army o f men, both E n g l i s h and Danes, taken i n t o the personal 
service of Knut, who reigned i n England from 1016 - 1035. 
8. c f . "Yngvar's saga v i S f g r l i " , Johnsson 1950, i i , 423-459 
9. The apportionment, among the v a r i o u s t e r r i t o r i e s , of the l a t e V i k i n g rune-
stones and E s k i l s t u n a c i s t s , i s approximately as f o l l o w s : Uppland - about 
1200; Sodermanland - almost 400; Ostergptlatid - n e a r l y 300; Smaland - about 
10; bland - about 70; Gotland - about 40; Vastergotland - about 130; Narke -
about 30; Vastmanland - about 10; Norrland - about 50; Skane - about 50; 
Bornholm - about 40; the r e s t of Denmark - about 100; and Norway - about 10. 
>.42 10. i . e . U462, U489, U104, U122, U179, U262 e t c . 
O 
11. This cross type i s not always found on Asmund!s works. For example, U871 has 
0 
a cross w i t h p o i n t e d rays between the arms. Asmund's work i s also character-
is e d by h i s p r e d i l e c t i o n f o r s m a l l , f r e e - s t a n d i n g quadrupeds among the usual 
ornamentation, and by c e r t a i n r u n o l o g i c a l t r a i t s , such as the use of the word 
"marka^i", amongst others. 
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p.43 12. i . e . U938, unsigned but almost c e r t a i n l y the work of Opir 
p.44 13. c f . Thompson 1975, 23-26 
p.45 14. Gustavson 1976, 106, f i g . 1 3 
15. Von Friesen 1913, 29-33 
p.46 16. Christiansson 1959 
17. Moe 1955, 8-9 
p.47 18. Gustavson 1975, 104 
p.48 19. U1165 i s from Rotbrunna, Harveni. The name " A i r i k r " i s w r i t t e n i n 
code. The s i x t e e n l e t t e r s of the younger f u t h a r k were d i v i d e d i n t o 
t h r e e groups, thus: 
rnf>t= RY : t i l t h Tat /^A 
E r i k numbers the groups from r i g h t t o l e f t one, two and t h r e e . 
W i t h i n each group, the l e t t e r s are numbered from l e f t t o r i g h t . He 
t r a n s m i t s the numbers by means of long and short s t r o k e s , long strokes 
f o r the number of the group, and s h o r t strokes f o r the number of the 
l e t t e r w i t h i n the group. Thus, the f i r s t l e t t e r of h i s name, A, i s 
the f o u r t h l e t t e r of the second group, and i s w r i t t e n thus: 
I I " " '« u . 
|| and the message continues | | 111 | | | | | 111 
A 
20. Wessenand Jansson.1940-1958, U379 and U391. Wessen and Jansson 
maintain t h a t t h i s s o r t of a r t was a m a n i f e s t a t i o n of the "bonde" 
c u l t u r e i n eleventh century Uppland, which q u i c k l y languished. Guilds 
were known as e a r l y as the e i g h t h century i n France and England; f o r 
example, the " g i l d a m ercatoria" i n England i s perhaps the o l d e s t known 
g u i l d . A peace g u i l d was also formed d u r i n g t r o u b l e d times, such as 
under the k i n g s h i p of Aethelstan from 895-940, when neighbours pre-
sumably r a l l i e d t o each other's a i d , when t r o u b l e d by plunderers a n d 
so on. However, the g u i l d s p r i m a r i l y had monetary o r i g i n s , and the 
word may d e r i v e from the Scandinavian "geld". I t seems l i k e l y t h a t 
F r i s i a n and Saxon businessmen i n the n o r t h f e l t themselves t o be 
v u l n e r a b l e . They were also able t o be more commercially e f f e c t i v e , 
once they were organised i n t o g u i l d s . Scandinavian g u i l d s , which 263 
were set up by incoming groups, such as the F r i s i a n s , were based on 
the Germanic models of o r g a n i s a t i o n , and were s t a r t e d f o r the t w i n 
purposes of business, and personal co-operation, and were already 
C h r i s t i a n organisations when introduced i n t o Scandinavia. The 
s i g n i f i c a n c e attached t o blood brotherhood d u r i n g the V i k i n g p e r i o d 
was underlined by the economic and s p i r i t u a l brotherhood f e l t by 
g u i l d b r o t h e r s of the same era, as i n d i c a t e d by the use of the word 
" f e l a h a " on U391, t r a n s l a t e d here as "business p a r t n e r " , r a t h e r 
inadequately. The Swedish names of the gui'ldbrothers, the choice 
of type of memorial, and the use of the Swedish r u n i c alphabet, 
i n d i c a t e s t h a t the people i n v o l v e d were of F r i s i a n ancestry, but had 
dwelt f o r some time i n Sweden. The club p o s s i b l y had a mixed 
Swedish and F r i s i a n membership. 
21. The Sigtuna carver Torbjorn i s not t o be confused w i t h other rune-
carvers who have the same name, such as Tor b j o r n Skald who carved 
U29, and had considerably more t a l e n t than the man responsible f o r 
the Sigtuna stones. 
22. Von Friesen 1913, 67 
23. L i n d q u i s t 1941, 40-48 ( L i n d q u i s t ' s type C p i c t u r e stones) 
24. i . e . Wilson 1966, 150 
Moe 1955, 10 
p.49 25. L i n d q u i s t 1941, 76-82 
p.50 26. Christiansson 1959 
27. Christiansson 1959, 265 
28. Christiansson 1959, 265 
p.51 29. i . e . Thompson 1975 studies the Upplandic m a t e r i a l e x c l u s i v e l y , 
p.52 30. Sveriges R u n i n s k r i f t e r no. So 356 
31. Jansson 1962, 157 
32. L i n d q u i s t 1917-1924 
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Chapter f o u r . 
p.54 1. Eg. Oslo U.O. C27822 Lesja, Oppland; U.O. C26519 Hole, 
Buskerud; U.O. C28696 Eidanger, Telemark 
Skien Bymuseum 3934 Telemark 
p.55 2. They are u s u a l l y approximately 3.5 - 5 cms. across 
3. Ktfbenhavn Nat. Mus. reg.no's D.26462, D.10977, D.11058 & D.13401 
4. e.g. Statens H i s t o r i s k a Museum, 6765 Sarestad, 3315 unprovenanced. 
5. S h e t e l i g 1910-11, 46 
Wilson 1966, 127 
6. S h e t e l i g 1920, 322 
7. Fuglesang 1974, 155 
p.56 8. The vanes from Heggen, Norway and Kallunge, Gotland are seen as 
belonging t o the c l a s s i c phase o f the Ringerike s t y l e , 
Fuglesang 1974, cat.no's. 42 and 44 
9. Fuglesang 1974, 37-38 
10. Rydh 1919, f i g . 7 1 
p.57 11. i . e . Wilson 1966, 141 
p.58 12. Eg Heda, Ostergb'tland and Anundsjo, Angermanland, Socket. 
Karlsson 1976, f i g s . 155 and 111 
13. Wilson 1964, 51 postulates t h a t t h i s o b j e c t was the pr o t o t y p e f o r 
the E nglish bronze mounts (cat.no s. 1-7 i n the present work) 
14. Eg. U938, U644, U859, U860 
p.59 15. Wilson 1966, p i s . xxxv, x x x v i i 
p.60 16. Moe 1955, 12 
p.61 17. S h e t e l i g 1909, 12-26 
L i n d q u i s t 1931, 167-178 
Kendrick 1949, 110 
Wilson 1966, 149-153 
Hauglid 1973, 53-57 
18. Moen 1971, 55-56 
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p.62 19. H e r t e i g 1957, 43, f i g . 2 2 a 
20. Fuglesang 1974, 21 
21. Blindheim 1965, 30-31 
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Chapter f i v e . 
p.64 1. Stenberger 1947, Vol.11, 175-177 
2. Stenersen 1881 
3. Wilson 1966, 160 
4. Wilson 1978, 135. Wilson produces a l i s t o f d a t i n g methods of the 
post-Roman p e r i o d , i n order of r e l i a b i l i t y 
a) Dating by i n s c r i p t i o n 
b) Dating by a s s o c i a t i o n w i t h a known h i s t o r i c a l personage 
c) Dating by a s s o c i a t i o n w i t h a known h i s t o r i c a l event 
d) Dating by i n c l u s i o n i n a c o i n hoard 
e) Dating by i n c l u s i o n i n an archaeological s t r a t i f i c a t i o n 
f ) S t y l i s t i c or t y p o l o g i c a l d a t i n g . 
5. Da 42. (As i n chapter 3, the runestone numbering f o l l o w s the system 
used i n Sveriges R u n i n s k r i f t e r . Norges I n n s k r i f t e r med de vnere Runer, 
Da.ty\curks r u n d n d s k r i f t e r . ) 
6. Moltke 1971, 10-31 
7. Archbishop Absolon l i v e d from about 1127 u n t i l 1200 
p.65 8. Von Friesen 1909, 64 
Jansson 1962, 81 
9. Von Friesen 1909, 62.-63 
Jansson 1962, 81 
10. Von Friesen 1913, 34-36 
11. Brate 1925, 37 
p.66 12. Von Friesen 1913, 41-46 
13. I t i s impossible t o give any f i x e d boundaries t o the Serkland, "the 
Saracen's land" of the runestones. The norsemen probably meant by i t 
the lands of; the AbbasioL Caliphate, whose c a p i t a l i n the V i k i n g age was 
Baghdad. 
14. Yngvar's saga v i ^ f o r l i , Jonsson ed. 1950, i i 423-459. 
15. Ingvar apparently r a i s e d an army of men mostly from the Malar d i s t r i c t . 
These included men such as Gunnler, who "could w e l l steer the s h i p " 
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(U654); and references are made t o men who j o i n e d him and steered t h e i r 
own ships, as on U778 which records t h a t Banke "had a ship of h i s own 
and steered eastward i n Ingvar's host". 
16. The e x p e d i t i o n , on runestone evidence, apparently ended i n d i s a s t e r , 
as no mention i s made of any s u r v i v o r s , who re t u r n e d to Sweden. A l l o f 
Ingvar's men seem t o have die d "south i n Serkland". The Gripsholm 
stone (So 179) was set up by Tola i n memory of her son, Harald, who was 
Ingvar's b r o t h e r . The i n s c r i p t i o n closes w i t h the stanza: 
p a e i r f o r u d r a e n g i l a They f a r e d l i k e men 
f i a r r i a t g u l l i f a r a f t e r gold 
ok a u s t a r l a and i n the.east 
a e r n i gafu gave the eagle food. 
Dou s urinaria They died southward 
a Saerklandi I n Serkland. 
17. Jonsson 1950, i i , 447-448. I n f a c t , the date i s given i n two ways. 
18. These are U127, U149, U164, U165, U212 and two l o s t stones, L403 & L445 
19. These are U101 and U143 
20. U150 
21. U140 
22. For example, Jarlebanke's grandmother E s t r i d , and her f i r s t husband, 
Osten r a i s e d U137 f o r t h e i r son Gag; and E s t r i d r a i s e d U136 a f t e r her 
husband, Osten. Their c h i l d r e n , I i i g e f a s t , Osten and Sven r a i s e d U135 
a f t e r Osten, and so on. 
p.67 23.Von Friesen 1913, 51 
24.Moe 1955, 8-9 
p.68 25.Thompson 1975, 80 fn.10. Visate f r e q u e n t l y uses Fot's basic s t r u c t u r e 
(A-2); and on U668, he i s c l e a r l y i m i t a t i n g B a l l e cf.U724, U735, U739; 
and on U449, he copies the beast of U428. 
26.Balle, and an otherwise unknown carver named F r ^ y s t a e i n , f r e e l y acknow-
ledge themselves as p u p i l s of L i v s t e n , i n the signature o f U1161. Such 
e x p l i c i t testimony i s r a r e . 
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27. Taken from Fuglesang 1974, 232. This i n f o r m a t i o n was k i n d l y supplied 
t o Fuglesang by M. Rydbeck. 
28. Fuglesang 1974, 232 fn.72. e.g. The fragments from Koping church, bland, 
were reused i n the t w e l f t h century b u i l d i n g cf.Jansson 1954, 83-89 
29. S h e t e l i g 1909, 103-105 
30. Bugge 1935, 163-164 
31. Mowinckel 1929, 393-401 
p.69 32. Mowinckel 1929, 398-400, f i g . 5 
.33. C h r i s t i e 1958, 49-73, f i g s . 2 - 3 
34. Bjerknes 1958, 81 
p.70 35. Wilson 1966, 160; Krogh and Voss 1961, 20 
36. Fuglesang 1974, 25, f i r s t employed t h i s l o g i c a l deduction 
37. Fuglesang 1974, 15, 64-66 
38. Blindheim 1965, 4 
p.71 39. K j e l l b e r g 1953, 81, f i g s ; 2-3, 5 
40. Blindheim 1965, p i s . 172, 183-186 
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Part two. Chapter s i x . 
Section A. 
p.72 1. Kendrick 1949, 116 
2. Kendrick 1949, 116 
p.73 3. Since the catalogue numbers of the E n g l i s h m a t e r i a l correspond t o the 
p l a t e numbers of the o b j e c t s , no p l a t e numbers are r e f e r r e d t o i n the 
t e x t , when catalogued items are mentioned. t h u s , bronze mounts ( c a t . 
nos. 1-7) are i l l u s t r a t e d on p l a t e s 1-7 i n t h e i r r e s p e c t i v e order, 
p.75 4. I n a recent l e c t u r e i n Durham, Dr. Arrhenius of Stockholm U n i v e r s i t y 
r e l a t e d how experiments i n Sweden had showed t h a t when c l a y dies were 
used more than once, shrinkage of the c l a y d i e d u r i n g the process of 
manufacture l e d t o the objects produced being a d i f f e r e n t s i z e . Hence, 
no two Swedish bracteates are i d e n t i c a l . 
5. Mistakenly r e f e r r e d t o by Kendrick 1949, 116, as having an I r i s h o r i g i n . 
See chapter 6, s e c t i o n C. 
p.77 6. The wearing away of such d e t a i l s as a s p i r a l h i p may be seen on the 
bronze mount from M i l d e n h a l l (cat.no.10) where d i f f e r i n g d e t a i l s of a 
symmetrical design have remained v i s i b l e on e i t h e r side of the composition. 
7. Some n i e l l o i s s t i l l v i s i b l e , (see catalogue e n t r y ) , 
p.80 8. The Peterborough mount was presented t o the museum i n 1862; the Kemsley 
Downs o b j e c t was purchased i n 1883; the L i n c o l n mount was found i n 1850; 
and the unprovenanced mount was presented t o the museum i n 1862. 
9. Jobey 1967, 88-89, f i g . 1 3 
10. Neither the L i n c o l n mount nor the Sedgeford mount are published, 
p.81 11. Wilson could not see the eye on the Tynemouth mount. Jobey 1967, 89 
p.83 12. The Tynemouth mount i s , however, the only mount which s t i l l has the 
o r i g i n a l r i v e t s in situ. 
p.88 13. The commonest.expression of the head viewed from above i n Scandinavia i s 
to be found on the Swedish runestone s e r i e s , 
p.90 14. Wilson 1964, 51 
15. Cramp 1967, 18, p l . V I I b . For the Collingham cross s h a f t , see Wilson 1966, 
f i g . 4 8 
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16. Wilson 1964, f i g . 8 , p l . x i , 1. 
17. Wilson 1964, f i g . 2 9 , p l . x x v i i i , 61 
18* Found, f o r example, on a bronze d i e from Torslunda, Sweden. 
Wilson 1966, p i . I l i a 
19. I n 869, the V i k i n g leaders of a Danish "horde", Ubbi and I v a r , moved 
south i n t o East A n g l i a , defeated the E n g l i s h l e v i e s , captured and c r u e l l y 
executed King Edmund, a deed which l a s t i n g l y impressed- i t s e l f on the 
E n g l i s h imagination. Jones 1968, 220; Garmonsway 1972, 70-71 
20. MacGregor 1978, f i g , 2 4 , 4 
21. MacGregor 1978, 42 
. 22. Wilson 1964, p l . x v i i i 
23. Kendrick 1949, p l . L X I I . This p a r a l l e l was suggested t o me by Mr.James 
Lang. 
24. Wilson 1964, p l . X L I I , 136-137 
p.93 25. Eg. U1142, U884, U890 
p.96 26. Eg. U489 
p.97 27. Wilson 1966, 151 
p.101 28. The Northampton t e r m i n a l was discovered i n 1975, and the Sussex o b j e c t 
i n 1978. Neither of them have been published, 
p.102 29. Blomkvist 1971, 17-19 
30. At the time of w r i t i n g , the o b j e c t had not yet been f u l l y cleaned or 
conserved 
p.103 31. Henderson 1972, 32. 
p.104 32. Fowler 1879 
33. Kendrick 1938(b); Kendrick 1949, 117-118 
34. Late V i k i n g spearheads of Petersen type G seem t o be the only type of 
spearheads w i t h Umes de c o r a t i o n . Decorated spearheads o f type G a l l 
provenate from East Scandinavia, the East B a l t i c , and Russia. Type G 
spearheads tend t o have a s h o r t e r , broader s h a f t than t h a t of the Durham 
c r o s i e r head. 
eg. SHM 5826 Kyrings V a i l , Gotland; SHM 1273 Kyrkogarden, V e r d e l , Uppland. 
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Also Nerman 1929, 106 i l l u s t r a t e s an Urnes type G spearhead from Treyden, 
L e t t l a n d . 
35. Fames 1975, 75-76. "The I r i s h type of c r o s i e r d i f f e r s from the C o n t i -
n e n t a l type i n both form and symbolism. Whereas the Co n t i n e n t a l c r o s i e r 
has a s c r o l l e d handle, the I r i s h type of c r o s i e r has a s l i g h t l y curved 
crook which terminates i n a sho r t perpendicular drop at the end. This 
drop also served the f u n c t i o n of a r e l i q u a r y box. The c o n t i n e n t a l type 
of c r o s i e r j which was common i n both England and on the c o n t i n e n t i n the 
l a t e 11th century, was designed t o represent the shepherd's crook, and i t 
g r a d u a l l y developed i n t o an episcopal emblem", 
p.107 36. Wilson 1966, 151 
37. Kendrick 1938(b), 239 
38. Kendrick 1938(b) 239, p l . L V I 
39. Kendrick 1938(b), 239, p l . L V I 
p.108 40. Kendrick 1949, 118 
41. Kendrick 1938(b), 239 
p.109 42. However, S h e t e l i g 1935, 24, be l i e v e d t h a t the Durham c r o s i e r head was a 
" f o r e i g n e r i n England...easily accounted f o r by the i n t i m a t e connection 
between the E n g l i s h and Norwegian c l e r g y a t t h i s time". The only o b j e c t s 
t h a t S h e t e l i g b e l i e v e d were made i n England are those t h a t have d i s t i n c -
t i v e forms, such as the bronze mounts and the Pi t n e y brooch. He d i d not 
discover t h a t they were E n g l i s h products through s t y l i s t i c a n a l y s i s . 
p.110 43. Kendrick 1938(b), 239 
44. Wilson 1966, 154 
45. Green 1967, 240-242 r e f u t e s Wilson's a s s e r t i o n e m p h a t i c a l l y , as f a r as the 
Norwich c a p i t a l i s concerned. 
46. S h e t e l i g 1935, 24 
47. Storm 1911-1912, 220-231. e.g. King E r i c Eiegod sent t o Evesham f o r monks 
f o r the Benedictine monastery at Odense about 1100, and i n v i t e d a b o t t s , 
p r i o r s and c l e r g y from England t o send workers t o r e v i t a l i s e the Danish 
church. 
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48. Read 1887, 532-533 
49. Fowler's l i t h o g r a p h of the Durham c r o s i e r head was also produced at the 
end of the ni n e t e e n t h century. The inaccuracies of the drawing of the 
c r o s i e r ' s ornamentation serve as a reminder t h a t the i l l u s t r a t i o n o f the 
M o t t i s f o n t s t i r r u p may not be e n t i r e l y r e l i a b l e . 
p . I l l 50. Wilson 1964, 41 
51. Arbman 1935-37, 270 
52. Arbman 1935-37, 268 
53. I am most g r a t e f u l t o W.A. Seaby f o r the i n f o r m a t i o n and comments on the 
M o t t i s f o n t s t i r r u p t h a t he gave me. His. and P.Woodfield's work on l a t e 
t e n t h and e a r l y eleventh century Viking'type s t i r r u p s i s s h o r t l y f o r t h -
coming i n Medieval Archaeology 
54. Arbman 1935-37, 268 
p. 112 55. Wilson 1966, 117 
56. Read 1887, 532 
57. Arbman 1935-37, 268. Read p o s s i b l y mistook the i n c i s e d l i n e s as con-
t a i n e r s . o f s i l v e r w i r e o r i g i n a l l y , i n s t e a d o f n i e l l o , which seems more 
l i k e l y . 
58. The terminology i s taken from Fuglesang 1974, 119-144. 
p.113 59. e.g. i n the way i n which the word i s used about the Kemsley Downs and 
Ix w o r t h mounts i n Wilson 1964, 51 
60. Taken from the Concise Oxford D i c t i o n a r y , 4 t h e d i t i o n . 
61. Wilson 1964, 51, notes the r e l a t i o n s h i p o f the Ix w o r t h mount t o the Urnes 
s t y l e bronze mounts i n the B r i t i s h Museum. He mistakenly r e f e r s t o the 
Kemsley Downs mount as a "degenerate form of the same ornament". 
p.115 62. Wheeler 1935, 181 
p.116 63. This o b j e c t i s a recent discovery by the L i n c o l n Archaeological T r u s t , 
and i s , at present, under a n a l y s i s and conservation. 
64. e.g. The Thames buckle loop from Barnes; Wilson 1964, p l . x x i , no.34. 
p.117 65. Holmquist 1951, 32-33, f i g . 2 7 
66. Not t o be confused w i t h the debased Urnes s t y l e mount from the same 
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provenance, Ixworth, Suffolk, cat.no.11 
67. Holmquist 1951, 33 
p.118 68. Fuglesang 1974, 56 
69. Bruce-Mitford 1956, 197 
70. Bruce-Mitford 1956, p l . x x v i i , A. 
71. Bruce-Mitford 1956, pl.xxxi, A. 
p.119 72. Wilson 1964, 49 
73. Wilson 1964, 50, pi.IX,a 
74. Wilson 1966, fig.59 
p.120 75. Wilson 1964, 49 
76. Christiansson 1959, 145, 146. 
77. Smith, 1925(a) 137 
78. Bruce-Mitford 1956, 197 
79. Wilson 1964, 49 
p.121 80. As Thompson 1956, 99 writes: "The hoard was found during excavations, 
but great secrecywas observed about the exact s i t e and circumstances 
of the discovery". 
81. Kendrick 1949, 118-119-
p.122 82. Kendrick. 1938(b), 239. 
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Chapter 6. Section B 
124 1. A function ascribed to them, e.g. by Kendrick 1949, 116 and Moe 1955,17. 
125 2. Wilson 1964, 203 
3. Wilson 1964, 58-59 
4. Wilson 1964, 59 says ''the exact use of these mounts can never be f i n a l l y 
s e t t l e d " . 
126 5. Technical terminologyhas been taken primarily from Hodges 1976, and , 
Lowery and Savage 1971. 
6. I am grateful to Louise Bacon for the many helpful suggestions she gave 
me concerning the possible techniques used i n the manufacture of the 
metalwork material 
7. A pointed tool often used for l i g h t preliminary marking of designs on 
metal 
8. A sharp, hard, hand-held tool, which cuts away metal from the surface of 
the object being made. 
9. A tool held and moved along the metal with one hand, and driven into the 
surface of the metal with a hammer held i n the other, thus pushing the 
metal aside to make a groove. 
127 10. Lowery and Savage 1971, 168 
129 11. Personal communication with the Lincoln Archaeological Trust 
12. P h i l l i p s 1940, pl.xxv. 
130 13. London museum medieval catalogue 1954. 164, fig.51 
131 14. Wilson 1966, pl.LIV b 
15. The Northampton terminal, while on exhibition by the Northampton 
Development Corporation, has been reconstructed as a lock hasp terminal 
16. Arbman 1943, taf.263-264 
17. Wilson 1964, 150 
18. Wilson 1964, 65 
132 19. A suggestion of Louise Bacon's, with which 1 concur 
20. Wilson 1964, 160, fig.28 
133 21. This would have included a v a r i e t y of hammers, heads and stakes of various 
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s i z e s and shapes, against which to hold the work as i t was hammered; 
grinding and polishing stones, a controlled f i r e and i t s bellows, a 
supply of high quality fuel etc. 
22. Nevertheless, i t i s not impossible that ti n k e r s , or founders of small 
objects, t r a v e l l e d l i g h t and improvised much of t h e i r equipment on the 
spot when they found a customer. 
23. I t i s problematical from every point of view. The present tendency i s 
to t a l k of "schools" as Bailey 1974 does. Too many hypotheses are 
involved i n the interpretation of the "workshop" concept. 
134 24. Moe 1955, 30 
25. Jobey 1967, 54-55 
26. Fowler 1879, 388 
27. Fowler 1890 
135 28. Moe 1955, 30. 
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. Chapter 6 : C 
136 l . Shetelig 1948, 109 • ^ 
2. Kendrick 1949, 116 
3. Wilson 1964, 204 
4. Personal communication with M.D. Craster, of the University Museum of 
Archaeology and Ethnology, Cambridge 
5. The find places of objects found i n the nineteenth century or early 
t h i s century are usually recorded i n the accession r e g i s t e r s of the 
various museums which house the objects; and these seem to be the 
e a r l i e s t sources of information 
137 6. The Wisbech mount was found i n 1846 i n Wisbech c a s t l e ditch, when the 
foundation for the present Wisbech museum was being dug 
7. Jobey 1967, 54-55 
8. Information kindly provided by the Lincoln Archaeological Trust 
9. Information kindly provided by the Northampton Development Corporation 
10. Information kindly provided by the Sussex Archaeological Society 
11. Information kindly provided by the s t a f f s of Norwich Castle Museum and 
Kings Lynn Museum 
12. Read 1887, 532 
13. Fowler 1879, 388 
14. Hickes 1705, i i i , 187-188 
15. There i s some doubt about the find circumstances of the s i l v e r fragments, 
(see chapter 9) 
16. Found i n the River Thames 
138 17. Sawyer 1971, 152 
18. Liebermann 1903, 216 
19. Andersen 1934, xxi - xxiv 
20. Stenton 1971, (3rd ed.), 499 
21. He was primarily concerned with the movements of Scandinavian "hergas", 
or armies, and with documenting events as they happened 
139 22. Sawyer 1971, 159 
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23. Sawyer 1971, 159-162 
24. Sawyer 1971, 166 
25. Garmonsway 1972, 94-95 
26. Sawyer 1971, 166 
27. Geipel 1971, 169-179 
28. Jensen 1968, I x i i - i i i 
29. Geipel 1971, 54 
30. Lang 1978, 145 
31. Lang 1978, 145 
32. e.g. Lang 1978, 145 
33. Jones 1968, 421 
34. Sawyer 1971, 153 
35. Sawyer 1965, e s p e c i a l l y 162-163 
36. Sawyer 1971, 174-175 
37. Sawyer 1971, 175 
38. Sawyer 1971, 175 
39. I t seems l i k e l y , however, that both the owners and the manufacturers 
were prone to the same s t y l i s t i c influences 
40. Cat. no's. 3 and 7 
41. Personal communication with the Lincoln Archaeological Trust 
42. Lang 1978 s u b t i t l e s h i s paper "A study of the Metropolitan SchQ.ol at 
York". 
43. Kendrick 1949, 116 
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Chapter 7. 
p.145 .1. Zarnecki 1951(a), 7 
2. Zarnecki 1951(a) 
p.146 3. The a r t of pre-Conquest England had numerous l i n k s with Normandy, and 
the pro-Norman sympathies of Edward the Confessor are well-known. 
Westminster Abbey, for instance, (consecrated 1065) was modelled on 
Jumieges Abbey i n Normandy. Thus, the Norman form of Romanesque a r t 
may well have been adopted i n England eventually, with or without the 
p o l i t i c a l conquest. 
4. Sculptured decoration occurs mostly on c a p i t a l s , such as those i n the 
small chapel in Durham Castle (Zarnecki 1951, f i g s . 3 , 5-9) founded i n 
1072. . However, such examples have l e s s v a r i e t y and quality than the 
decorated c a p i t a l s i n Normandy i t s e l f . 
5. Zarnecki 1951(a), 11-12 
6. The e a r l i e s t Norman churches include Archbishop Lanfranc's cathedral at 
Canterbury (c.i075), Lincoln Cathedral (before 1092) and Durham Cathe-
d r a l by the end of the eleventh century. 
p.147 7. Zarnecki 1951(a), 8 
8. For example, Lanfranc's cathedral at Canterbury was enlarged with a new 
choir, which was dedicated i n 1130; and Reading Abbey (1121) was King 
Henry's own foundation 
9. Zarnecki 1951(a), 5 
10. Kendrick 1949, 139 
11. Kendrick 1949, 123 
p.148 12- Galbraith 1968, 177 
13. Galbraith 1968, 175 
14. Galbraith 1968, 175 
15. See in p a r t i c u l a r the tympanum from Hoveringham (cat.no.23) and the 
l i n t e l from Southwell (cat.no.24) 
16. Zarnecki 1966, 99 
17. Galbraith 1968, 177 
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p.149 18. Galbraith 1968, 177 
19. Galbraith 1968, 174 
20. Although Moe 1955, 20, would date the Southwell and Hoveringham sculp-
tures to as early as 1020- see chapter 9 
p.150 21. Calverley 1899, 259 
p.153 22. Zarnecki 1951(b), 118 
p.154 23. Moe 1955, 20 
p.155 24. Galbraith 1968, 176 
25. Moe 1955, 19 
p.156 26. Kendrick 1949, 122. Also Moe 1955, 18-19 
p.157 27. Moe 1955, 19 
28. Kendrick 1949, 122 
29. Kendrick 1949, 122. 
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Chapter eight. 
p.158 1. e.g. Lethbridge 1931, fig.30 
2. Wilson 1960-61, 17. I t was found with a miniature hone-stone and an 
ivory s e a l , which can be dated by comparison with coins to the la t e 
tenth or f i r s t half of the eleventh century; although there i s some 
doubt as to whether these three objects actually formed a closed find 
.3. Lasko 1956, 345 
4. Lasko 1956, 345, figures 
p.159 5. Lasko 1956, 344-345 
6. Lasko 1956, appendix, 350-355 
7. Wilson 1960-61, 18 
8. Bank 1959, 333ff. 
9. Goldschmidt 1923, i i i , 40, pl.L, no.149 
p. 160 10. Wilson 1960-61, 18 
11. Christiansson 1959, 145,146 
12. Wilson 1960-61, 18 
13. Wilson 1964, pl.xxiv, no.44 
14. Wilson 1964, 43-45 
15. Goldschmidt 1923, p i . L I , no.156 
p. 161 16. Goldschmidt 1923, 40 
17. Goldschmidt 1923, p i . L I , no.155 
18. Goldschmidt 1923, p i . L I , no.154 
19. Goldschmidt 1923, 40 
20. Lasko 1956, 343 
21. Opinions vary and dating the manuscript must be on a hypothetical b a s i s . 
Wilson 1964, 26 says that conventional a r t - h i s t o r i c a l dating i s to the 
early ninth century; palaeographers tend to date i t to the la t e eighth 
century. Temple 1976, 74 agrees with the l a t t e r date. 
p. 162 22. Temple 1976, 74 
23. I am greately indebted to Milly Budny for drawing my attention to t h i s 
manuscript sketch, and for giving me access to much of her, as yet, un-
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published work on MS. Royal I.E.VI. Much of the information within 
th i s text, such as that P ego i s written i n the same hand that drew.the 
Urnes animal, i s a personal communication from Miss Budny. 
p.163 24. Wilson 1964, 25 
25. Wilson 1964, 25 
26. Wilson 1964, 27. 
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Chapter nine. 
165 I. Wilson 1978, 135 
2. Page, i n Wilson 1964, Appendix A, 86-89 
3. Personal communication with Milly Budny 
166 4. Temple 1976, 74 
Wilson 1964, 26-27 
5. Temple 1976, 74 
6. Homburger 1928, 401 
7. Personal communication with Milly Budny 
167 8. E s p e c i a l l y by Kendrick, whose a r t i c l e of 1938(b) i s e n t i t l e d : 
"Flambard's c r o s i e r " 
9. Wilson 1966, 153 
10. Green 1967, 240-242 
11. VCH. Norfolk, i i , section on e c c l e s i a s t i c a l history 
12. The following argument i s summarised from Zarnecki 1951(b), e s p e c i a l l y 
p.118 
168 13. Zarhecki 1951(b), pl.48d 
14. Lewis 1852, contains assorted drawings of Shobdon sculpture 
15. Green 1967, 242; Zarnecki 1951(a), 19 
16. Zarnecki 1951(b),118 
17. Zarnecki 1951(a), 17. Reading Abbey, for instance, was b u i l t under the 
supervision of monks sent from Cluny, but i t s sculpture "bears not the 
s l i g h t e s t trace of Burgundian influence". 
18. Zarnecki 1951(a), 38-39 
169 19. Smart 1970, 20 
20. Summers 1972, 2-7 
21. Kendrick 1949, 121 
22. A daughter of a king of the East Angles 
170 23. Moe 1955, 20 records the date of the presentation of the b e l l s to the 
Minster by Kinsius as 1020, but he i s mistaken 
24. A fragment of t e s s e l l a t e d paving can s t i l l be seen below the pews of the 
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south transept; and i t s position i s consistent with being part of the 
transept of a "substantial Saxon cruciform church on the s i t e " (Summers 
1972, 6 ) . During nineteenth century repairs to the south wall of the 
nave, a number of carved and moulded stones were uncovered i n the foun-
dations, which.were pre-Conquest i n date, by t h e i r design, and workmanship. 
25. Moe 1955, 19-20 
26. Such as the fact that Edward the Confessor employed Norman arch i t e c t s 
for Westminster Cathedral 
27. Weakened from A s k e t i l 
28. Moe 1955, 22 a s s e r t s , from t h i s argument, that the e s s e n t i a l s of the 
Urnes s t y l e came from B r i t a i n , and that the Hoveringham carving i s the 
e a r l i e s t extant example of the s t y l e . The e a r l i e s t Scandinavian monu-
ments l e f t to us, he says, are to be found among those from Gotland. 
In t h i s , he d i f f e r s from most other scholars - see "History of the Study 
of the Urnes s t y i e " , Introduction. 
29. Moe 1955, 20 
30. Zarnecki 1966, 99 
31. Zarnecki 1951(a), f i g s . 29-30 
32. Galbraith 1968, 176; Zarnecki 1951(a) 18, 21 
33. Keyser 1927, fig.22 
34. Keyser 1927, fig.23 
35. This i s an important point, for a number of carved and moulded stones, 
probably of pre-Conquest date, were found during nineteenth century 
reparations to the south wall of the nave. They were uncovered i n the 
foundations, and had been used as base material i n the rebuilding. As 
Summers 1972, 6 says, t h i s was an "understandable economy when the nearest 
stone quarries were at Mansfield twelve miles away". However, the South-
well tympanum was used decoratively within the new church. 
36. Bruee-Mitford 1956, 193-195 
37. Wilson 1964, 50 
38. Jobey 1967, 54-55 
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39. Information kindly given by the Lincoln Archaeological Trust 
40. Information kindly supplied by Gwynne Oakley of the Northampton 
Development Corporation 
41. Discounting Moe's arguments i n favour of a pre-1020 date for the 
Southwell and Hoveringham tympana 
p.173 42. Flambard was Bishop of Durham from 1099-1128 
43. Walcher was Bishop of Durham from 1071 u n t i l 1080; and Carileph from 
1081 to 1096. Of course, i t i s always possible that the c r o s i e r was 
made e a r l i e r , or for someone other than who i t was buried with. How-
ever, i t seems; more probable that i t was the exclusive property of one 
bishop, since i t i s decorated so d i s t i n c t i v e l y , and that when he died, 
i t was buried with him. 
44. The type of the s t i r r u p i s unusual, only two s i m i l a r examples being 
known, those from Stenasa and Merkivoll 
p.174 45. Kendrick 1938(b), 239; Zamecki 1951(a), 27 dates them to c i r c a 1100 
p. 175 46. Zarnecki 1951(a),23-24 
47. For instance, runestone art was continually i n use i n the second h a l f 
of the eleventh century i n eastern Sweden 
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Chapter ten. 
p.176 1. Henry 1933, 76-77; Henry 1962, 65-67; Henry 1970, 192-195 
p. 177 2. Fames 1975, 45 
3. Henry 1970, pi.56 on the right 
4. Henry 1970, 92, f i g . 7 
5. Fames 1975, 54. The shrine for the Cathach can be dated to o-bou-t J0<JO by 
OL donor i n s c r i p t i o n on i t , and the shrine for the Misach probably dates 
from the same time. I f the t r i a l piece designs were transferred to 
other media, such as the shrine for the Cathach, then the date of the 
shrine provides a terminus ante quern for the t r i a l piece 
6. Fames 1975, unpublished t h e s i s , Dublin University 
7. Fames 1975, 65 
p . 178 8. The i n s c r i p t i o n reads: "0R DO N I A L MC MEICC AEDUCAIN LAS AN[D]ERNAD 
I N GRESA OR DO NECTAI- CERD DO RIGNE I GRESA" which Henry 1970, 97 
tr a n s l a t e s as "pray for N i a l l Mac Meic Aeducain who caused this' object 
to be made, pray for Nectan, the craftsman who made th i s object". Mac 
Meic Aeducain died i n 11-13 according to the Annals of I n i s f a l l e n . He 
succeeded Maelduin who died i n 1090 according to the Four Masters -
hence, the dating of the c r o s i e r to between 1090-1113 
9. e.g. In the Book of K e l l s , there i s frequently a network of thin ribbons 
i n the background of broader animal bodies. See also the p o r t r a i t of 
St.John, page 193 i n the Book of Mulling (Nordenfalk 1977, pi.48) 
10. Fames 1975, 78. However, the i n s c r i p t i o n on the be 11 shrine i m p l i c i t l y 
states that i t was made between 1094 and 1105 at Armagh 
p.179 11. Henry 1970, 104-105 
12. I t appears, for instance, i n the book of K e l l s (Nordenfalk 1977, p i s . 
39-47) 
13. Fames 1975, 82 
14. Fames 1975, 82 
p . 181; .15. Henry 1970, 110 
16. Henry 1970, 110 
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17. Henry 1970, 107-109 
18. Fames 1975, pis.76-77 
19. Henry 1970, pi.48, top l e f t 
20. Fames 1975, pi.61 
21. Fames 1975, 88 
22. c f . a new find from Uppsala Cathedral, Fornvannen 1976, 106 
23. Moe 1955, 9 
24. Fames 1975, chapter 2 and p.86 
182 25. Henry 1970, pi.48, top l e f t 
26. Henry 1970, 116 
183 27. Henry 1970, colour pl.G, l e f t 
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74. Plan of the excavation of Durham chapter house, 1874 
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87. The market cross, Tuam, Co.Galway (centre) 
The four sides of a cross s h a f t now i n Tuam 
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88. a) Sarcophagus from Cashel, j^Tipperary 
b) D e t a i l of window jamb, Annaghdown, Co.Galway 
89. D e t a i l of ornament on the c r o s i e r 
abbots of Clonmacnoise 
